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Lebcnstein  at  Cologne,  by  Gerald  Schurr  (Note)         .  .        .  .        . .        .  .  263 

Lefevre  Gallery,  At  the,  by  Adrian  Bury  (Note)  ..        ..        ..-      ..  173 

Leggatts,  Messrs. — sec  Earlier  Warships 
Leonardo — see  Berlin  reinstates 

Los  Angeles  County  Museum  of  Art,  A  new  look  at  Bonnard  at.  by  Ronald 

Pickvance  (Art.)   . .        . .        . .        . .        . .        . .        . .        . .  272 

Louvre — see  Bcsson  Collection 

Maas  Gallery — see  Anonymous  Immortals 

Machine  Gun — see  Edward  VII's 

Madden  Galleries — see  Two  Contemporary  French  Artists 

Magnetic  pole? 'Art  in  Motion' — is  it  up  the  (Editorial)         ..        ..        ..  213 

Mainly  Still-Life  Pictures,  by  Adrian  Bury  (Note)       ..        ..        ..  ..172 

Manchester  City  Art  Gallery — see  'Between  Renaissance  and  Baroque" 
Manet-  -sec  Tissot  and 

Mannerist  Goldsmiths.  The:  J.  Antwerp,  Part  IV,  by  J.  F.  Hayward  (Art.)  .  .  144 
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Articles  and  Notes — continued 

Marlborough  and  the  New  London  Galleries — see  Art  in  the  Modern 
Manner 

Marquetry  commode  off.  1775,  A,  by  E.  T.Joy  (Art.)  ••        ••  3<> 

Meissen  and  Nvmphenburg  for  two  important  museums  (Art.)  ..  ..  91 
Meissen  porcelain  from  his  collection  at  Wadsworth  Atheneum.  America's 

cultural  debt  to  |.  P.  Morgan,  by  Graham  Hood  (Art.)  ..        ..  19s 

Mellon  Collection,  Drawings  from  the  Paul,  by  Luke  Herrmann  (Art.)       .  .  10 

Memorial  to  Arthur  Lane  (Art.)   43 

Miniature  by  Oliver  (Note)   243 

Minneapolis  Institute  of  Arts — see  Sickert 
Mitchell,  John,  Gallery — see  Gerome,  Jean-Leon 
Mitchell,  John — see  Sandby,  Paul 

Molne,  Luis  Vidal — see  Two  Contemporary  French  Artists 
Molton  Gallery — see  Art  in  the  Modern  Manner 

Morgan,  America's  cultural  debt   to  J.  P.  Meissen  porcelain  from  his 

collection  at  Wadsworth  Atheneum,  by  Graham  Hood         .  .        .  .  195 

Morgan  Collection  at  the  Wadsworth  Atheneum,  French  porcelain  from  the 

J.  P.,  by  Graham  Hood  (Art.)     ..        ..        ..        ..        ..  ..131 

Mosaics  in  the  Basilica  of  Saint-Julien  de  Brioude,  Frescoes  and.  New 
discoveries  of  the  Romanesque  period  in  France:  I,  by  Guido 
Marinelli  (Art.)  109 

Moss,  Svdncy  L. — see  Chinese  Snuff-Bottles 

'Motion,  Art  in' — is  it  up  the  magnetic  pole  ?  (Editorial)         ..        ..        ..  213 

Mount — sec  Art  in  the  Modern  Manner 

Museum  of  Glass,  The  Pilkington,  by  Hugh  Tait,  2  (Art.)      ..        ..       ...  21 

Music  Hall — see  Annees  Folles  of  the 

National  Gallery  of  Art,  Washington,  D.C. — see  Unique  Rubens 
Nattier,  Jean-Marc — see  Roi  Soleil 

Neo-Classical  Furniture,  by  M-L.  D'Otrange  Mastai  (Note)  .  .        . .        .  .  69 

New  Attributions  (Note)  . .        . .        . .        . .        . .        . .  1 20 

New  discoveries  of  the  Romanesque  period  in  France:  1.  Frescoes  and 
Mosaics  in  the  Basilica  of  Saint-Julien  de   Brioude,  by  Guido 

Marinelli  (Art.)   . .        . .        . .        . .  109 

Ditto — 2.  Frescoes  and  Reliquaries  at  Saint-Michel-d'Aiguilhe  (Art.)  165 
New  look  at  Bonnard  at  Los  Angeles  County  Museum  of  Art,  A,  by  Ronald 

Pickvance  (Art.)    . .        . .        . .        . .        . .        . .        . .  272 

New  Vision  Art  Centre — see  Art  in  the  Modern  Manner 
New  York — see  Exhibition  in 

New  York,  Charles  E.  Slatkin  Galleries — see  Toulouse-Lautrec  Drawings 
New  York,  Fitzgerald  Galleries — see  Reminder  of  Another  Age 
New  York,  Josephine  Howell  Inc. — see  Chinoiserie  Commode 
New  York,  Pierre  Matisse  Gallery — see  Giacomctti  Studies 
New  York,  Ralph  M.  Chait  Galleries  Inc. — see  Giraffe  in  China 
Newhouse  Galleries,  New  York — see  Chase  Family  Group 
Ditto — .see  Cover,  Our 
Ditto — see  Still-Life:  Our  Cover 
Newman,  M.,  Gallery — .see  Paris  as  it  was 


Newman  Gallery,  Victorian  OUa  Podrida  at  London's,  by  A.B.  (Art.)         .  .  184 
News  from  Switzerland,  by  Gerald  Schurr  (Note)       ..        ..        ..        ..  51 

Nice,  Palais  de  la  Mediterranec — see  Twelve  painters  influenced  by  Bonnard 
Nicolas  of  Rumania,  Renaissance  Sculpture  from  the  collection  of  Prince,  by 

Jennifer  Montagu  (Art.)  .  .        . .        . .        .  .        .  .        .  .        .  .  264 

Nineteenth-century  works  and  a  Prud'hon  study  in  the  collection  of  Mr.  and 

Mrs.  George  Farrow,  by  William  Gaunt  (Art.)  ..  151 

Notable  Makers  and  Patrons  (Note)      .  .        .  .        .  .        .  .  .  .  242 

Nottingham  Castle  Museum  and  Art  Gallery — see  Bonington 

Nvmphenburg  tor  two  important  museums,  Meissen  and  (Art.)       ..        ..  91 

'Obsolete  Stores' (Note)  ..        ..        ..        ..        ..        ..        ..  ..120 

Oliver,  Peter — see  Miniature  by 

Olla  Podrida  at  London's  Newman  Gallery,  Victorian,  by  A.  B.  (Art.)  .  .  184 
On  Land  and  Water  at  the  Leonard  Koetser  Gallery  (Art.)  ..  l8j 
O'Nians,  Hal,  Gallery — see  Romantic  Ricci 

Oslo  Kunstindustnmuseum,  A  Brunswick  treasure  acquired  for.  by  Ada 

Polak(Art.)   164 

Pages,  Irene — see  Two  Contemporary  French  Artists 

Painters  of  Haarlem  (Note)        ..        ..        ..        ..        ..        ..  ..120 

Painters,  Three  sixteenth-century  Italian,  by  R.  W.  Lightbown  (Rcveiw)  .  .  44 
Paintings  and  Drawings — see  English 

Paintings  at  the  Wildenstein  Gallery,  Early  Italian,  by  Keith  Roberts  (Art.)  .  .  229 
Pair  of  Versailles  Commodes  (Note)      ..        ..        ..        ..  ..  121 

Paris  as  it  was,  by  Adrian  Bury  (Note)   ..        ..        ..        ..  ..115 

Paris  Dispatch,  by  Gerald  Schurr  (Notes)         ..  ..  50,118,183,262 

Paris,  French  Empire  clocks  in  British  Embassy  at,  by  Sir  Pierson  Dixon 

(Art.)    ..  3 


Paris,  Galene  Beno  d'Incelli — see  Tal-Coat,  Pierre 
Paris,  Galerie  Furstenberg — see  Versatile  Picabia 
Paris,  Galerie  Motte — see  Annees  Folles  of  the  Music  Hall 
Paris,  Gallery  of  Jacques  Kugel — see  Goldsmiths'  work  of  Strasburg 
Paris  in  search  of  naivete,  by  Gerald  Schurr  (Note)      ..  ..        ..  50 

Paris,  Musec  d'Art  Modeme — see  Gleizes,  Albert 

Paris,  Musec  des  Arts  Decoratifs — see  Fifty  years  of  Collage 

Ditto — see  Hundred  African  tribes 

Ditto — see  Hundred  Works  of  Art 

I  Jitto — see  Treasures  from  the  Churches  of  France 

Paris,  Musee  Galliera — see  Bread  and  Wine 

Paris,  Musee  National  d'Art  Moderne — see  Paris  in  search  of  naivete 
Paris,  Musec  du  Petit-Palais — see  Centenary  of  Toulouse-Lautrec 


Paris,  Louvre,  Cabinet  des  Dessins — see  School  of  Parma 
Parker  Gallery — see  Art  and  War 
Parma — see  School  of 

Patrons  of  the  Arts  in  Britain:  4  ..        ..        ..        ..        ..        ..  1 

Patterson  &  Shipman — see  Face-painting 

Ditto — see  Pleasing  Pictures 

P.iuli,  Baron  K1II1  di — see  Creative  Traditionalists 

Peale,  Charles  Willson — see  American  Family  Portrait 

Peter  the  Great,  A  Clock-watch  made  for,  by  J.  F.  Hayward  (Art.)   ..        ..  86 
Picabia — see  Versatile 
Pictures — see  Pleasing 

Pictures  in  the  English  Royal  Collections.  Later  Italian,  by  Ralph  Edwards 

(Review)    ..        ..        ..        ..        ..        ..        ..        ..        ..  31 

Pierre  Paul  Prud'hon's  'Study  of  a  Nude  Woman',  by  Louise  S.  Richards 

(Art.)   193 

Pilkington  Museum  of  Glass,  The:  by  Hugh  Tait,  2  (Art.)      ..        ..        ..  21 

Pleasing  Pictures,  by  Adrian  Bury  (Note)         ..        ..        ..        ..        ..  258 

Podrida  at  London's  Newman  Gallery,  Victorian  Olla,  by  A.  B.  (Art.)        .  .     1 84 
Pole? 'Art  in  Motion' — is  it  up  the  magnetic  (Editorial)         ..  ..  213 

Pollard,  James — see  Coaching  Days  and  Ways 

Pope-Henncssy's  'provisional'  Catlogue  ot  the  Italian  sculpture  at  the  Victoria 

and  Albert  Museum,  by  John  Fleming  (Review)         ..        ..        ..  101 

Porcelain  from  his  collection  at  Wadsworth  Atheneum.  America's  cultural 

debt  to  J.  P.  Morgan.  Meissen,  by  Graham  Hood  (Art.)  ..  195 

Porcelain  from  the  J.  P.  Morgan  Collection  at  the  Wadsworth  Atheneum. 

French,  by  Graham  Hood  (Art.) .  .        ..        ..        ..        ..        ..  131 

Portrait — see  American  Family 

Portrait  of  an  Artist,  by  M-L.  D'Otrange  Mastai  (Note)        . .        . .  276 
Portrait  of  a  Boy — see  Rembrandt's 
Pottery — see  English 

Pratt  and  Burgess — see  Chandeliers  for  Canterbury  Cathedral's  Transepts 

Professor  Pope-Hennessy's  'provisional'  Catalogue  of  the  Italian  sculpture  at 

the  Victoria  and  Albert  Museum,  by  John  Fleming  (Review)  .  .        .  .  101 

Prud'hon  study  in  the  collection  of  Mr.  and  Mrs.  George  Farrow,  Nine- 
teenth-century works  and  a,  by  William  Gaunt  (Art.)  ..        ..  151 

Prud'hon's  'Study  of  a  Nude  Woman',  Pierre  Paul,  by  Louise  S.  Richards 

(Art.)   193 

Queen's  Gallery — see  Italian  Art  at 

Quote  of  the  Month  (Note)        ..  ..  ..182 

Reconstruction  (Note)     .  .  .  .  ....  .  .  142 

Reliquaries  at  Saint-Michel-d'Aiguilhe,  Frescoes  and.  New  discoveries  of  the 

Romanesque  period  in  France :  2,  by  Guido  Marinelli  (Art.)   ..        ..  165 

Rembrandt  and  Dutch  Engraving  (Note)         ..        ..  ..  ..46 

Rembrandt's  Portrait  of  a  Boy  (Note)   . .  ..181 

Reminder  of  Another  Age,  by  M-L.  D'Otrange  Mastai  (Note)        . .        .  .  277 

Renaissance  and  Baroque'.  Dr.  Grossmann  discovers  some  unknown  works. 

'Between,  by  A.  C.  Sewter  (Art.)  . .  . .  169 

Renaissance  Sculpture  from  the  collection  of  Prince  Nicolas  of  Rumania,  by 

Jennifer  Montagu  (Art.)  .  .        .  .  .  .        .  .        .  .  264 

Ricci,  Marco — see  Romantic  Ricci 

'Rim  of  Impressionism,  The',  by  Adrian  Bury  (Note)  ..        ..        ..  173 

Roboz,  Szuszi — see  Creative  Traditionalists 

Roi  Soleil,  Le,  by  Adrian  Bury  (Note)   .  ......  48 

Roland,  Browse  and  Delbanco — see  Art  in  the  Modern  Manner 
Romanesque  hutches  of  Valerc  at  Sion  in  the  Valais,  The,  by  Albert  de 

WolfT(Art.)  .  .  39 

Romanesque  period  in  France,  New  discoveries  ot  the:  1.  Frescoes  and 
Mosaics  in  the  Basilica  of  Saint-Julien  de  Brioude,  by  Guido 
Marinelli  (Art.)     . .  . .  109 

Ditto — 2.  Frescoes  and  Reliquaries  at  Saint-Michel-d'Aiguilhe  (Art.)  .  .  165 

'Romantic  Era'  exhibition.  The,  by  W.  G.  Constable  (Art.)  ..        ..  257 

Romantic  Ricci,  by  Adrian  Bury  (Note)  ..        ..        ..  114 

Romyn,  Conrad — see  Upper  Grosvenor  Galleries 
Roth,  Frank — see  Art  in  the  Modern  Manner 

Roya1  Collections,  Later  Italian  pictures  in  the  English,  by  Ralph  Edwards 

(Review)  . .        . .        . .        . .        . .        .  .        . .        .  .      3 1 

Rovaumont — see  Sculptures  and  tapestries  at 

Rubens — see  Unique 

Rutland  Galleries — see  Sartoriuscs 

Sabin,  F.  T. — see  Walters  and  Son 

Saint-Michel-d'Aiguilhe,  Frescoes  and  Reliquaries  at.  New  discoveries  ot  the 

Romanesque  period  in  France:  2,  by  Guido  Marinelli  (Art.)   .  .  165 

St.  Paul's  Clockinaker  (Note)    46 

Salisbury  Tazza,  The,  by  Thorvald  Krohn-Hansen  (Art.)      ..  ..  232 

Samuels,  Mitchell — see  Reminder  ot  Another  Age 

Sandby,  Paul,  by  Adrian  Bury  (Note)    .  .  ....  49 

Sargent — see  Anonymous  Immortals 

Sartoriuscs,  The,  by  Adrian  Bury  (Note)  .  .        .  .        .  .        .  .  258 

Scarborough-on-Hudson,    New    York.    Ashndgc    at.    The  American 

collections  of  Mrs.  Giles  Whiting :  1 ,  by  Joseph  T.  Butler  (Art.)  .  .  203 
Schlesinger,  H.  W.— see  Abels 

School  of  Parma,  The,  by  Gerald  Schurr  (Note)         ..        ..        ..  ..119 

Sculpture  at  Colnaghi's — see  Italian 

Sculpture  at  the  Victoria  and  Albert  Museum,  Professor  Pope-Hennessy's 

'provisional'  Catalogue  of  the  Italian,  by  John  Fleming  (Review)      .  .  101 

Sculpture  from  the  collection  of  Prince  Nicolas  of  Rumania,  Renaissance,  by 

Jennifer  Montagu  (Art.)  .  .        . .        . .  . .        .  .  264 
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Sculpture,  Some  unknown  Classical.  The  first  published  account  of  the 
sculpture  in  William  Waldorf  Astor's  Italian  Gardens  at  Hever 
Castle,  by  Donald  Strong  (Art.)  215 

Sculpture  to  Architecture,  From,  by  Gerald  Schurr  (Note)     ..        ..        ..  119 

Sculptures  and  tapestries  at  Royaumont,  by  Gerald  Schurr  (Note)     .  .        .  .  51 

Shikler,  Aaron — see  Reminder  of  Another  Age 

Shipley,  William  (Note)   ..182 

Showmanship  at  the  Tower  of  London  (Note)  ..        ..        ..  ..120 

Sickert,  Walter,  by  M-L.  D'Otrange  Mastai  (Note)  210 

Sion  in  the  Valais,  The  Romanesque  hutches  of  Valere  at,  by  Albert  dc 

Wolff  (Art.)   39 

Snuff-Bottles — see  Chinese 

Some  eighteenth-century  French  furniture  in  the  Mr.  and  Mrs.  George 

Farrow  Collection,  by  Geoffrey  de  Bellaigue  (Art.)     .  .        .  .        .  .  73 

Some  unknown  Classical  Sculpture.  The  first  published  account  of  the 
sculpture  in  William  Waldorf  Astor's  Italian  Gardens  at  Hever 
Castle,  by  Donald  Strong  (Art.)  .  .        ..        ..        ..        ..        ..  215 

Still-Life :  Our  Cover  (Note)  47 

Still-Life  Pictures — see  Mainly 

Strasburg — see  Goldsmiths'  work  of 

Sutch  and  Martin — see  Ibbetson  and  Wilson 

Switzerland — see  News  from 

Tal-Coat,  Pierre,  a  lesser-known  painter,  by  Gerald  Schurr  (Note)    ..        ..  183 
Tapestries  at  Royaumont — see  Sculptures  and 
Tapies,  A. — see  Art  in  the  Modern  Manner 
Tate  Gallery — see  Art  in  the  Modern  Manner 

Tazza,  The  Salisbury,  by  Thorvald  Krohn-H.mscn  (Art.)       ..        ..        ..  232 

Three  sixteenth-century  Italian  Painters,  by  R.  W.  Lightbown  (Review)     .  .  44 
Tissot  and  Manet,  by  Adrian  Bury  (Note)        ..        ..        ..        ..  ..115 

Tooth,  Arthur,  and  Sons — see  Art  in  the  Modern  Manner 
Ditto — see  'Rim  of  Impressionism' 
Toulouse-Lautrec — see  Centenary  of 

Toulouse-Lautrec  Drawings,  by  M-L.  D'Otrange  Mastai  (Note)      . .        .  .  276 

Toulouse-Lautrec  in  Dresden  (Note)  . .        . .        . .        . .        .  .  46 

Tower  of  London  Armouries — see  New  Attributions 
Ditto — see  'Obsolete  Stores' 
Ditto — see  Showmanship  at  the 

Town  of  Wigan,  Cannel  carvings  and  Robert,  by  Hugli  Tait  (Art.)  .  .  92 

Traditionalists — see  Creative 

Treasures  from  the  Churches  of  France,  by  Gerald  Schurr  (Note)      ..        ..  262 

Tribute  to  the  British  Antique  Dealer  (57)        ..        ..        ..        ..        ..  71 

Twelve  painters  influenced  by  Bonnard,  by  Gerald  Schurr  (Note)    ..       ..  262 

Two  Antiques  Fairs  (Note)        .  .        .  .        .  .        . .        . .        . .        .  .  46 

Two  Contemporary  French  Artists,  by  Adrian  Bury  (Note)  . .        .  .  173 

Unique  Rubens,  A,  by  M-L.  D'Otrange  Mastai  (Note)  ..        ..        ..  211 

Upper  Grosvenor  Galleries — sec  Creative  Traditionalists 
Ditto — see  John  Exhibition 

Upper  Grosvenor  Galleries,  by  Adrian  Bury  (Note)    .  .        . .        . .        .  .  49 

Upstart  Cardinals  (Note)  . .        . .        . .        . .        . .        . .        . .  242 

Uwins,  Thomas,  R.  A.,  by  Luke  Herrmann  (Art.)       ..        ..        ..        ..  236 

V.  &  A.  Bulletin  (Note)   243 

Valere  at  Sion  in  the  Valais,  The  Romanesque  hutches  of,  by  Albert  de 

Wolff  (Art.)   39 

Venice — see  Victorian  View  of 
Versailles  Commodes — see  Pair  of 

Versatile  Picabia,  The,  by  Gerald  Schurr  (Note)  ..        ..        ..  ..119 

Victoria  and   Albert  Museum,   Professor  Popc-Hcnnessy's  'provisional' 

Catalogue  of  the  Italian  sculpture  at  the,  by  John  Fleming  (Review)  .  .  101 
Victorian  Olla  Podrida  at  London's  Newman  Gallery,  by  A.  B.  (Art.)         .  .     1 84 
Victorian  Society :  Annual  Conference  (Note)  ..        .  ..        ..  47 

Victorian  View  of  Venice,  by  Adrian  Bury  (Note)  ..        ..        ..  172 

Waddington  Gallery — see  Art  in  the  Modern  Manner 

Wadsworth  Atheneum.  America's  cultural  debt  to  J.  P.  Morgan.  Meissen  por- 
celain from  his  collection  at,  by  Graham  Hood  (Art.)  ..         ..        ..  195 

Wadsworth  Atheneum,  French  porcelain  from  the  J.  P.  Morgan  Collection  at 

the,  by  Graham  Hood  (Art.)       ..        ..        ..        ..        ..        ..  131 

Wallrat-Richartz  Museum,  Cologne — see  Drawings  from  Cologne 

Walters  and  Son,  by  Adrian  Bury  (Note)         . .        . .        .  .        .  .        . .  48 

War — see  Art  and 

Warsaw,  Bcllotto  and  an  exhibition  in,  by  W.  G.  Constable  (Art.)  .  .  .  .  62 
Warships — see  Earlier 

Water  at  the  Leonard  Koctser  Gallery,  on  Land  and  (Art.)      ..        ..        ..  185 

Watcrcolour  World,  The,  by  Adrian  Bury  (Note)      .  .        . .        .  .        .  .  49 

Wax — see  Workers  in 

West  Coast — see  Chase,  William  Merritt 

Whiting,  The  American  collections  of  Mrs.  Giles:  I.  Ashridge  at  Scar- 

borough-on-Hudson,  New  York,  by  Joseph  T.  Butler  (Art.) . .  . .  203 
Wigan,  Cannel  carvings  and  Robert  Town  of,  by  Hugh  Tait  (Art.)  ..  ..  92 
Wildenstein  Galleries — see  Roi  Soleil 

Wildenstcin  Gallery,  Early  Italian  paintings  at  the,  by  Keith  Roberts  (Art.)  .  .  229 
Williamsburg,  Colonial — see  English  Pottery 

Williamstown,  Mass.,  the  Sterling  and  Francine  Clark  Art  Institute — see 

Goya  and  Gluttony 
Wilson,  Richard — see  Ibbetson  and  Wilson 
Winterlialter,  Franz  Xaver — see  Face-painting 

Wintertliur  Museum,  the  Henry  Francis  du  Pont,  Delaware — see  American 
Family  Portrait 
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Wolfram,  Eddie — see  Art  in  the  Modern  Manner 

Wood,  Ralph — see  English  Pottery 

Woollett,  Charles,  &  Son — see  Miniature  by  Oliver 

Work  of  George  Bullock,  cabinet-maker,  in  Scotland,  The:  1,  by  Anthony 
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Works  of  Art — see  Hundred 

Zack — see  Art  in  the  Modern  Manner 
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Interior,  drawing  room,  2  views        .  .        . .        .  .        .  .  .  .  .  .  204 

Interior,  library           . .        . .        . .        .  .        . .        . .  .  .  .  .  206 

Interior,  lustre  room,  2  views  .  .        .  .        . .        . .        .  .  .  .  .  .  205 

Brioude,  Basilica  of  Saint  Julien  de 

Exterior,  south  door,  detail  of           ..        ..        ..        ..  ..  ..110 

Facade,  section  of,  and  the  apse         ..        ..        ..        ..  ..  ..110 

Plan  of             .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  109 

Cheltenham,  parish  church  of  St.  Mary  the  Virgin 

Interior,  original  setting  for  the  Cheltenham  chandelier      ..  ..  ..  81 

Denver,  U.S.A.,  Lemon  Saks  Gallery 

Exterior           . .        . .        .  .        . .                 . .        .  .  . .  . .  121 

Drian  Galleries,  London 

Interior,  gallery  showing  sculptures  by  Apergis,  Burt  and  Mount  and 

paintings  by  Gomcz-Raba  and  Zack      .  .        . .        . .  . .  .  .  261 

Farrow,  Home  of  Mr.  &  Mrs.  George 

Interior,  drawing  room  (colour  plate)          . .        . .        . .  .  .  .  .  72 

Interior,  drawing  room,  adjoining     .  .        . .        . .        . .  . .  .  .  73 

Hendre,  Le,  near  Monmouth 

Interior,  great  hall,  in  1864,  showing  Cheltenham  chandelier  ..  ..  82 

Hcver  Castle,  Kent 

Exterior,  exedra,  circular,  off  Diana's  Walk            ..        ..  ..  ..  219 

Exterior,  from  south-east,  showing  the  drawbridge  (colour  plate)  .  .  217 

Exterior,  Italian  gardens,  decoration  for  walls  and  flower  beds  ..  219 

Exterior,  the  rose  garden  (colour  plate)         ..        ..        ..  ..  ..  217 

Exterior,  statuary  in  the  Italian  gardens  (colour  plate)         ..  ..  ..  218 

Lefevre  Gallery,  London 

Interior,  gallery  with  exhibition  of 'abstract  and  concrete  art'  ..  174 

Royaumont,  near  Chantilly 

Room  with  exhibition  showing  sculptures  and  tapestries    ..  ..  ..  51 

Saint-Mi chel-d'Aiguilhe,  Chapel 

Exterior,  approach  to,  showing  facade  and  portal     .  .        .  .  .  .  165 

Interior            .  .        .  .        .  .        .  .        .  .        .  .        . .  .  .  .166 

Interior,  partial  reconstruction  of  the  painting  on  the  vault  ..  ..  166 

Interior,  reconstruction  of  frescoes  on  north  and  south  walls  ..  ..  167 

Interior,  showing  carved  capitals  on  columns          ..        ..  ..  166 

Interior,  vault,  showing  Christ  in  the  Act  of  Blessing,  the  figure  of  St. 

Michael,  and  the  symbols  of  the  Evangelists      ..        ..  ..  ..  167 

Interior,  wall  paintings,  showing  their  state  of  preservation  ..  167 

Sion,  Valais,  Switzerland 

Musee  de  Valcrc,  as  it  is  today           . .        .  .        . .        .  .  .  .  .  .  42 

Whiting,  Mrs.  Giles — see  Ashridge,  Scarborough-on-Hudson 

Arms  and  Armour 

Armour  of  Henry  VIII,  personal,  made  by  Italian  armourers  probably 

working  at  Greenwich  c.  1 515     ..        ..        ..        ..        ..  ..120 

Breast  and  burgonct,  reinforcing,  formerly  part  of  a  field  armour  made  for  the 

Emperor  Maximilian  II  in  1550  by  Matthaus  Frauenprciss  the  Elder  of 

Augsburg,  and  etched  by  Jorg  Sarg  in  1 550      ..        ..        ..        ..  130 

Carbine,  wheel  lock,  probably  of  South  German  origin,  c.  1 540  (colour 

plate)   19 

Pistol,  carriage,  flintlock,  double-barrelled,  one  of  pair,  by  Wogden, 

London,  c.  1780    ..        ..        ..        ..        ..        ..        ..        ..  189 

Pistols,  snaphance,  pair,  made  by  Matteo  Acqua  Frcsca  of  Bargi,  near  Bologne 

(colour  plate)       . .        . .        . .        . .        . .        . .        . .        . .  19 

Powder  horn,  engraved  with  views  of  New  York,  American,  dated  1757  .  .  189 
Rirle,  wheel  lock,  South  German,  early  XVII  century  (colour  plate)  ..  [9 
Sallct  and  reinforcing  pieces  from  a  tilt  armour  of  a  prince  of  Saxonv, 

probably  made  by  Hans  Rosenberger  of  Dresden  c.  1 560        . .        . .  242 
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Bellotto,  Bernardo 
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Washing  the  Cab,  crayon  and  wash   .  .        . .        . .  .  .  .  .  . .  246 

Bimann,  Dominik.  Portrait  roundel  (engraving)        ..  ..  ..  ..  53 
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Calder,  Alexander.  Mobile  (1941),  iron  (sculpture)      ..  ..  ..  ..  28 

Canaletto.  Bacino  di  San  Marco,  Venice,  detail  from  (colour  plate)     February  cover 

Chagall,  Marc.  Ceiling  for  the  Opera,  Paris     ..       ..  ..  ..  ..  163 
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Constable,  John.  Trees  in  a  Meadow,  watercolours     .  .  . .  .  .  .  .  13 
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Ferine  Nonnandc  aux  trois  Commercs,  La   ..        ..  ..  ..  150 

Pres  d'Honfleur. .        ..                 ..        ..        ..  ..  ..  152 

Cosimo,  Piero  di.  A  Portrait  of  a  Youth           . .        . .  . .  .  .  .  .  230 

Courbet,  Gustave.  The  Valley  of  the  Doubs  at  Ornans  ..  ..  ..  188 

Cozens,  John  Robert.  Lake  Ncmi,  watercolours         ..  ..  ..  12 
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Richard's  wife,  Rachael             . .        . .        . .  .  .  . .  .  .  56 

Drouais,  Francois  Hubert.  Portrait  of  Bernard  Marie  Joseph  Pierre  Dufort, 

Count  de  Cheverny  (colour  plate)         .  .        .  .  .  .  .  .   March  cover 

Duchamp,  Marcel.  Sad  Young  Man  in  a  Train           ..  ..  ..  ..  28 

Diirer,  Albrccht.  Pacing  charger,  brush,  grey  ink,  grey  wash,  colour  138 

Ernst,  Max.  The  Robing  of  the  Bride    . .        . .        . .  . .  . .  . .  29 

Etex,  Antoine.  Corbin,  bronze  medallion  (sculpture)  . .  . .  277 

Everscn,  Jan.  Still  life  with  rug,  glass  and  oysters         ..  ..  ..  ..172 

Fetti,  Domenico.  Portrait  of  Vinccnzo  A vogadro       ..  ..  ..  ..  31 
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Finelli,  Giuliano.  Portrait  of  a  Cardinal  said  to  be  a  member  of  the  Colonna 

family,  c.  1630,  marble  (sculpture)        ..     •  ..       ..       ..       ..  242 

Fouchard,  George.  Portrait  of  Col.  Henry  Blundell  Hollinshead  Blundell 

(1 83 1-1906),  cannel  (sculpture)   ..        ..        ..        ..        ..        ..  99 

Fouchard,  George  ('■).  Portrait  of  the  26th  Earl  of  Crawford  (1847-1913),  c. 

1880-85,  cannel  (sculpture)         ..        ..        ..        ..        ..        ..  99 

Fragonard,  Jean  Honore.  Portrait  of  a  man — The  Warrior    ..       ..  211 

Frankenthaler,  Helen.  Paintings,  part  of  exhibition  of           ..       ..       ..  ti<5 

Frink,  Elisabeth.  Eagle  (Lectern  for  Coventry  Cathedral),  bronze  (sculpture)  175 
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Gauguin,  Paul,  Tahitienne  et  Garcon     .  .        . .        . .        .  .        .  .        .  .  56 
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Cart  filled  with  wounded  Soldiers     .  .        .  .        .  .        .  .        .  .        .  .  17 

English  Smithy,  The    . .        . .        . .        . .        . .        . .        . .        .  .  52 

Grey  Charger  harnessed  with  blue  trappings.  .        ..        ..        ..        ..  17 

Portrait  of  a  young  negro       . .        . .        . .        . .                 . .        . .  52 

Tiger  Lying  on  the  edge  ot  a  stream  ..        ..        ..        ..        ..        ..  17 

Giacometti,  Alberto 

Nude,  bronze  (sculpture)        .  .        . .        . .        . .        . .        . .        . .  30 

Table  and  chairs,  crayon        . .        . .        . .        . .        . .        . .        . .  279 

Gibson,  John.  The  'Tinted  Venus',  4th  version,  marble  (sculpture)  265 

Gillies,  W.  G. 

Back  of  artist's  house,  pen  and  ink      .  .        .  .        . .        .  .        .  .  105 

Gattonside,  pen  and  wash       ..        ..        ..        ..        ..        ..  ..108 

Kirriemuir,  pen  and  ink          ..        ..        ..        ..        ..        ..        ..  106 

Pittenwccm,  pen  and  ink        ..        ..        ..        ..        ..        ..        ..  107 

Giorgio,  Francesco  di.  The  Temptation  of  Adam  and  Eve,  pen  and  brown 

ink  on  vellum      ..        ..        ..        ..        ..        ..        ..  ..130 

Gleizes,  Albert.  La  Cruchc  Lorraine      ..        ..        ..        ..  183 

Gogh,  Vincent  van.  The  Sower                     . .        . .        . .        .  .  67 

Goya,  Francisco.  Glutton  eating  by  himself,  sepia  wash  drawing      ..        ..  276 

Goyen,  Jan  van.  River  landscape  with  trees       ..        ..                  ..        ..  128 

Guercino.  The  Libyan  Sibyl       ..        ..        ..        ..        ..        ..        ..  33 

Haghe,  Louis.  Venice,  view  towards  Santa  Maria  della  Salute,  watercolour  .  .  173 

Hals,  Frans,  the  Younger.  The  Boy  Flutist        ..                  ..  185 

Heda,  Gerrit  Willcmsz.  Still  Life,  Breakfast  Table  (colour  plate)         January  cover 

Heem,  Cornelis  de.  Still-life       ..        ..        ..        ..        ..        ..        ..  185 

Hogarth,  William.  The  Industrious  Apprentice  married  and  furnishing  the 

House,  brown  ink  and  grey  wash          .  .        .  .        .  .        .  .        .  .  10 

Holbein — see  Houbraken,  J. 

Holsteyn,  Cornells.  Portrait  of  Reynier  Pauw  with  his  wife  Adriana  and  his 

family  in  the  garden  of  their  house,  Westwijck.  .        .  .        .  .        .  .  54 

Hornick,  Erasmus 

Design  for  an  ink-stand  or  table  ornament,  pen  and  wash    ..        ..        ..  147 

Design  for  a  salt-cellar,  pen  and  wash           . .        . .        . .        . .        .  .  146 

Design  for  a  salt-cellar,  pen  and  wash  ..        ..        ..        ..  ..147 

Design  for  a  spouted  vase  and  cover,  pen  and  wash            ..        ..        ..  147 

Design  for  a  tazza,  the  bowl  decorated  with  a  figure  of  Silenus  on  an  ass, 

pen  and  wash       ..        ..        ..        ..        ..        ..        ..  ..147 

Design  for  a  wine  bottle,  pen  and  wash         .  .        .  .        .  .        .  .        .  .  1 49 

Designs  for  wine-coolers  (?),  2,  pen  and  wash          ..        ..        ..        ..  148 

Hornick,  Erasmus,  in  the  manner  of.  Design  for  an  ewer,  pen  and  wash       .  .  148 

Houbraken,  J.,  after  Holbein.  Portrait  of  Henry  VIII,  engraving        ..  93 

Houbraken,  J.,  after  I.  Oliver.  Portrait  of  Mary,  Queen  of  Scots  (engraving)  97 

Ibbetson,  J.  C.  The  Langdale  Pikes        ..        ..        ..        ..        ..        ..  258 

Jamnitzer,  Wenzel.  Standing  figure  of  a  nymph,  representing  'Spring', 

bronze-gilt  (sculpture)     ..        ..        ..        ..        ..        ..  ..128 

Kent,  Nigel.  Constricted  Movement,  relief  (sculpture)          ..        ..        ..  214 

Kooning,  De.  Merritt  Parkway            ..        ..        ..        ..        ..        ..  188 

Labcnwolf,  Pankraz,  workshop  of.  The  Infant  Christ  blessing,  bronze 

(sculpture)           ..        ..        ..        ..        ..        ..        ..  171 

Lancret,  N.  L'Apres-Diner,  on  copper  .  .        .  .        .  .        .  .        .  .        .  .  76 

Lanyon,  Peter.  St.  Ives  Harbour  .  .        ..        ..        ..        ..        ..  .117 

Lebenstein,  Jean.  Contractc        . .        .  .        . .        .  .        . .        . .        . .  263 

Leonardo  da  Vinci 

Figure  studies  for  an  Adoration  of  the  Kings,  pen,  brown  ink  and  silver- 
point    138 

Flora  Bust,  painted  wax  (sculpture)  ..        ..        ..        ..  ..181 

Lippi,  Filippino.  St.  Apollonia  and  a  Sainted  Bishop    ..        ..        ..  ..127 

Lotto,  Lorenzo.  The  Entombment  of  Christ     .  .        .  .                  .  .        .  .  170 

Malevich,  Kasimir.  Suprematist  composition   ..        ..        ..        ..        ..  27 

Mariani,  Camillo,  attributed  to.  Saturn  Devouring  his  Children,  bronze 

(sculpture)           . .        . .        . .        . .        . .        . .        . .        . .  264 

Mann,  John.  Pine  tree,  watercolour      .  .        .  .        .  .        .  .  67 

Mcissonier,  J.-L.-E. — see  Blanchard,  A. 

Mino  da  Fiesole.  Bust  of  Bernardo  Giugni,  marble  (sculpture)          ..  101 
Modigliani,  Amedco 

Caryatid,  coloured  and  conte  crayons  and  pencil     .  .                  .  .  66 

Portrait  of  a  young  farmer      ..        ..        ..        ..        ..        ..  ..129 

Monaco,  Don  Lorenzo.  St.  Jerome  in  his  Study          ..        ..        ..        ..  230 

Mondrian,  Piet.  Ocean,  drawing          .  .        .  .        . .        . .        .  .        .  .  30 

Moore,  Henry.  Carving  on  architectural  jardiniere  or  fountain  for  a  court- 
yard, one  of  pair,  Portland  stone  (sculpture)      ..        ..        ..        ..  187 

Morris,  P.  R.  Peaceful  Days    184 

Mote,  G.  W.  Landscape   184 

Motherwell,  Robert.  Surprise  and  Inspiration,  collage.  .                  ..        ..  26 
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Munnings,  Sir  Alfred.  Gordon  Richards  at  a  Start  on  'Highstakes' 

Nash,  Paul.  Kinetic  Feature        ..        ..        ..        ..        ..  175 

Nattier,  Jean-Marc.  Portrait  of  Louis  XIV        ..        ..        ..  ..  48 

Oliver,  L — see  Houbraken,  J. 

Oliver,  Peter.  The  Holy  Family,  on  vellum,  miniature          .  .  .  .  243 

Palmer,  Samuel.  Mount  Siabod  from  Tyn-y-Coed,  watercolours  and  body- 
colour        .  .        .  .        .  .        . .        . .        .  .        .  .  .  .  .  .  14 

Pars,  William.  The  Temple  of  Venus,  Rome,  pen  and  ink  and  watercolours  12 
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Peale,  Charles  Willson.  Portrait  of  Edward  Lloyd,  his  wife,  and  daughter 

Anne         .  .        .  .        .  .        .  .        .  .        .  .        .  .  .  .  .  .  208 

Pescllino.  The  Madonna  with  Saints      ..        ..        ..        ..  ..  ..231 

Pevsner,  Antoinc.  Developable  Surface,  construction  in  silvered  bronze 

(sculpture)           . .        . .        . .        . .        . .        . .  . .  27 

Picabia,  Francis.  Woman  with  a  monocle  .  .  .  .  118 

Picasso,  Pablo 
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Verre,  bouquet,  guitare,  bouteille      .  .        . .        .  .        .  .  .  .  .  .  56 

Pisano,  Nino.  The  Angel  of  the  Annunciation,  pigmented  wood  (sculpture)  102 

Pollock,  Jackson.  Moon  Woman          .  .        .  .        .  .        .  .  .  .  .  .  26 

Prud'hon,  Pierre-Paul 

Study  of  the  figure  ot  Innocence  for  the  painting  'L'Amour  seduit  l'inno- 

cence' (colour  plate)                 ..        ..                 ..  ..  ..151 

Study  of  a  Male  Nude,  black  and  white  chalk  on  blue  paper  .  .  194 

Study  of  a  Nude  Woman,  Seated  Looking  to  the  Right,  black  and  white 

chalk  on  blue  paper         ..        ..        ..        ..  ..  193 

Renoir,  Picrre-Auguste 

Femme  nue  dans  un  paysage             ..        ..        ..        ..  ..  ..153 

feune  femme  au  corsage  rouge,  La     ..        ..        ..        ..  ..  ..153 
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THE  CELEBRATED  COLLECTION  OF  ENGLISH  ENAMELS  (Part  II) 

formed  by  the  late  The  Hon.  Mrs.  NELLIE  IONIDES 


A  pair  of  enamel  plaques  after  Robert  Hancock,  18th  century,  41  inches 


A  Bilston  enamel  casket  fitted  with  three  tea  caddies,  c.  1775,  8}  inches 
llluslrated  Catalogue 
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Our  contributors 
in  this  issue  include  : 

SIR  pierson  dixon,  K.C.M.G.,  retiring  British 
Ambassador  in  Paris,  author  of  Pauline,  Napoleon's 
favourite  sister  published  by  Collins,  London,  this 
month. 

w.  G.  constable,  international  authority  on  Can- 
aletto,  lately  Curator  of  Paintings,  the  Museum 
of  Fine  Arts,  Boston,  Massachusetts,  Adviser  to 
the  National  Gallery  of  Canada. 
RALPH  edwards,  c.b.e.,  Adviser  on  works  of  art  to 
the  Ministry  of  Works,  author  of  The  Shorter 
Dictionary  of  English  Furniture,  published  last 
month. 

albert  de  wolff,  Conservateur  des  Musees  du 
Valois. 

nevile  wallis,  Art  Correspondent  to  The 
Spectator,  and  London's  most  stimulating  art 
critic. 

E.  T.  joy,  Lecturer  on  English  furniture  to 
University  Extension  classes,  author  of  many 
books  on  antique  furniture. 
HUGH  tait,  f.s.a.,  Assistant  Keeper,  the  Depart- 
ment of  British  and  Mediaeval  Antiquities,  the 
British  Museum. 

LUKE  Herrmann,  Assistant  Keeper,  Department 
of  Western  Art,  the  Ashmolean  Museum. 


Next 

month  in  j 
The  Connoisseur 


The  February  number  of  The  Connoisseur,  the  international 
art  magazine  designed  to  meet  the  tastes  and  requirements  of  | 
its  readers,  will  include  the  following  contents : 

J.  F.  Hayward  reveals  the  intricacies  and  illustrates,  in  colour, 
an  extremely  rare  clock-watch  made  for  Peter  the  Great,  now 
in  an  English  private  collection. 

Geoffrey  de  Bellaigue  describes,  with  colour  and  mono- 
chrome illustrations,  the  important  collection  of  French 
eighteenth-century  furniture  and  related  objects  in  the  collec- 
tion, now  published  for  the  first  time,  of  Mr.  &  Mrs.  George 
Farrow. 

Robert  Sherlock  records  the  chequered  career  of  what  is 
known  as  lThe  Cheltenham  Chandelier',  one  of  the  most 
important  surviving  in  Britain,  recently  acquired  for  Temple 
Newsam  House,  Leeds. 

Hugh  Tait  places  in  their  correct  perspective  for  the  first 
time  the  dating  of  Cannel  carvings  in  relation  to  Robert  Town 
of  Wigan. 

Guido  Marinelli  contributes  the  first  of  two  important 
illustrated  articles  on  new  discoveries  of  the  Romanesque  period 
in  France,  this  first  article  dealing  with  frescoes  and  mosaics 
in  the  basilica  of  St-Julien  de  Brioude. 

In  addition  *  all  the  regular  features  including :  Connoisseur 
in  America,  Art  Books  reviewed,  International  Saleroom, 
Paris  Dispatch,  etc. 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 


SEVEN  ATTRACTIVE  OBJECTS  BY 
CARL  FABERGE 


Top,  left  to  right:  Carved  rock  crystal  bonbonniere  of  shell  form  with  two-colour  gold  chased  foliate 
mount.  Important  tawny  aventurine-quartz  bell-push  with  chased  silver  acanthus  border,  laurel  swags 
and  bows  and  with  a  garnet  push.  Red  and  green  gold  vodka  cup  with  two  cabochon  rubies  set  in  the 
handle. 

Left :  Carved  Siberian  Jade  (Nephrite)  cigarette  case  with  two-colour  gold  continuous  chased  laurel 
mounts,  set  with  cabochon  ruby  and  sapphire  thumbpieces. 

Right :  Siberian  jade  frog  with  rose-diamond  eyes  crouching  on  a  carved  obsidian  snow-shoe. 

Front:  Two  letter-openers.  One  with  a  pink  rhodonite  handle  and  gold  mount  enamelled  opaque 
white  and  translucent  green  set  with  pearls.  The  other,  in  nephrite  with  a  reeded  gold  mount  set  with 
rose-diamonds  and  two  cabochon  sapphires. 


A  View  of  a  River  with  a  Paddle  Steamer  '  Alossman.s  Bay' 

taking  on  Passengers  at  a  Jetty 
bv  J.  R.  ASHTON,  May  1888  (Signed  and  dated) 
Watercolour  size:  11£  x  15£  inches.  (29  x  39  cm.) 


Brady's  Bay,  Port  Arthur,  Tasmania 
by  J.  SKINNER  PROUT,  1845  (Signed  and  dated) 
Watercolour  size:  10  X  14  inches.        (26  x  36  cm.) 


^4  vtezv  o/- a  river  with  People  Watching  a  Distant  Steam  Ship, 
in  Alossmans  Bay.  Sydney 
by  J.  R.  ASHTON,  1888  (Signed  and  dated) 
Watercolour  size:  13^  x  9  inches.  (34  X  23  cm.) 


Esta 


43a  Duke  S 


Mount  Ida  -  Lake  St.  Clair,  Tasmania 

by  J.  SKINNER  PROUT,  1845  (Signed  and  dated) 

Watercolour  size:  10J  <  14J  inches.  (27  X  37  cm.) 


Valley  of  the  Aconcagua  River,  Chile 
by  T.  SOMERSCALES,  1887  (Signed  and  dated) 
Canvas  size:  36£  X  54£  inches.        (93  x  139  cm.) 


EWMAN  LTD 

Memoers  of  The  British  Antique  Dealers'  Association  Ltd. 


nes's  and  1/3  Ryder  Street,  London,  S.W.i 

'068/9       Telegraphic  Address:  NEWPIC,  LONDON,  S.W.I 


FINE  TAPESTRIES    SAVONNERIE  and   AUBUSSON   CARPETS,  NEEDLEWORK  and  BROCADES,  ENGLISH   and    FRENCH  FURNITURE 


(Member  of  B  A  D. A.) 


French  Gobelin  Tapestry 

in  vivid  colourings  c.  1700 

Size:  5  ft.  9  in.  high,  6  ft.  10  in.  wide 


70  SOUTH  AUDLEY  STREET 
LONDON,  W.I 

Telephone:  HYDe  Park  5288 

and  at  36  HIGH  STREET,  OXFORD 
Telephone:  Oxford  44197 


LONDON 

CITY  SHOWROOM 

18  Leather  Lane,  E.C.I 
Holborn  4633 


NEW  YORK 

I.  FREEMAN  &  SON  LTD. 

12  East  52nd  Street 


Plaza  9-6900 


Paul  Storr  J 


George  III  Salver  by  Paul  Storr 
London  1809    Weight  80  oz. 
Width  14  in.    Length  18  in. 


Set  of  4  George  III  Coasters 
by  Paul  Storr  London  1815 
Approx  weight  30  oz. 
Height  2J  in.    Diam  7£  in. 
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By  Direction  of  a  Gentleman 

PHILLIPS 

SOX  &  NEALE 

Fine  Art  Auctioneers  since  1796 

Will  Sell  by  Auction  on  Tuesday  and  Wednesday  9th  &  10th  March 
A  Comprehensive  Collection  of 

FREXCH  FURNITURE;  Russian  and  other  Bronzes;  Wedgw  ood,  Chelsea  Derby,  and  Minion  pdle-sur-pdte 
Porcelain,  French  Cameo  and  Stourbridge  Glass;  Porcelain  Plaques,  and  Paintings  and  Watercolours  by 
eminent  Victorian  Artists. 

SILVERWARE  by  Faberge  and  others,  Russian  and  Viennese  Enamels  including  a  cabinet  with  surmount  of 
silver  and  enamel  baroque  pearl  inset  figures.  Also  cameo  jewellery. 

IVORY  FIGURES,  Netsuke,  Into  and  Jade. 

Three  illustrated  catalogues  (available  shortly)  Price  1/-  each. 
BLENSTOCK  HOUSE,  7  BLENHEIM  STREET,  NEW  BOND  STREET,  LONDON,  W.l. 

GROsvenor  8541  (7  lines) 


The  Alchemy  of  Love  Thomas  Rowlandson  1756-1839  5  >  6  in. 


de  havilland 


(antiques)  ltd. 


Old  man  shading  his  eyes  with  hand  Rembrandt  van  Ryn  1639  5  X  4  in. 


82  fulham  road  s.w.7 

london  telephone  KNIghtsbridge  9203 
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6y  Appointment  to 
H.M.  The  Queen 
Silversmiths  & 
Jewellers 


prejy 




Kjyfjfj 

A  large  circular  Bowl  decorated 
with  scroll  and  flowerhead  motifs 


GEO  IV.  London  1828|Maker:  Robert  Garrard 

Weight:  95. OO  ozs.|Diameter:  16£  ins. 

Engraved  with  the  Arms  of  Thomas  Foley 
who  succeeded  his  Father  as  3rd  Baron  Foley  • 
in  1793.  Privy  Councillor  1 830,  and 
Lord  Lieutenant  of  Worcestershire  from 
1831  until  his  death  in  1833  aged  52. 


SPECIALISTS  IN  ANTIQUE 
PORCELAINS,  FAIENCE  & 
MAIOLICA 


156  BROMPTON  ROAD 
LONDON  S.W.3 


Telephones: 
KENsington 
5272  &  3793 


Cables: 
PORCELIQUE 
LONDON SW3 


Left  MEISSEN,  c.  1750-53.  Wine  Seller  from  the  Cra- 
de-Paris  series  by  J.  J.  Kaendler  and  P.  Reinicke,  7  in. 
high  (large  series) 

Right  MEISSEN,  c.  1750-53.  Scallop  Seller  from  the 
Cris-tlc-Paris  series  by  J.  J.  Kaendler  and  P.  Reinicke,  6 
in.  high 


DENYS  WREY  Ltd. 

Members  of  The  British  Antique  Dealers  Association 


45  SLOANE  STREET      LONDON  S.W.I 

Telephone:  BELgravia  1813/14 


Period  Furniture 

Works  of  Art 
Expert  Restoration 
of  Antiques 


A  very  fineConsole  table  dating 
from  circa  1780  in  satinwood 
cross-banded  with  kingwood, 
and  having  the  top  and  the 
frieze  exquisitely  decorated 
with  a  lily  design  of  inlaid 

boxwood  and  harewood. 
Height  33  in.      Width  49  in. 
Depth  24  in. 


WE  ARE  ALWAYS  ANXIOUS 
TO  BUY   FINE  ENGLISH 
ANTIQUE  FURNITURE 
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AnlicfU-t 


e  Silver 


Established  1912 


\.  BLOOM  &  SON 


40 Alhemarle  Street  'Piccadilly  London  W  h      Mayfair  5060 


A  ATTRACTIVE  17TH  CENTURY  TOILET  MIRROR 

i*  690  by  Benjamin  Pyue   -  height  24  inchest  width  15  inches 

S»   engraved  with  the  contemporary  armorials  of  HAROKKS,  Baronets,  Kent. 


A  PAIR  OF  FINE  17TH  CENTURY  CANDLESTICKS 

of  unusually  good  size  and  quality  for  their  type  -  perfect  condition 
date  16%,  maker's  mark  a  script  jS)    -  height  10J  inches:  weight  30.85  ounce.. 


Colour  Book 
of  Flower  Decoration 


! 

O 
0 

0 

CO 
0 
0 


„  rolour  Book 

ILF0BD  1  Decoration 
f  Flower  uet 


hod  Lon*>" 


SPf> 


,hoto9f3P 


describes 
a  joyous 

al  -the-year-round 
hobby 


COLOUR 
PHOTOGRAPHS 


Mrs.  Joan  Groves,  a  member  of  the  world  famous 
Constance  Spry  Flower  School,  tells  vividly  how 
to  make  the  best  flower  combinations  of  form  and 
colour — arresting,  homely  or  elegant,  but  always 
harmonious — from  the  flowers  available  at  each 
season  of  the  year. 

Kenneth  Gaseltine  explains  how  to  photograph  the 
flowers  in  colour,  in  order  to  have  a  permanent 
record  of  your  hobby. 


PUBLISHED  BY 
GEORGE  RAIN  BIRD  AND  EBURY  PRESS  at  15/-  NET 
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A  Louis  Seize  bow  front  carved  white 
marble  Chimneypiece  of  fine  quality 


Length  of  shelf  5'  j" 

Overall  height  3'  8£" 

Opening  width  4'  3  " 

Opening  height  3'  of" 


T.  CROWTHER  &  SON 

T.  CROWTHER  &  SON  LTD 

282  NORTH  END  ROAD  •  FULHAM  •  LONDON  S.W.6 

Telephone:  FULham  137^-7 

Please  note  we  close  1-0  p.m.  Saturdays 


One  of  a  pair  of  Venetian  Views  by  WALTER  OSBORNE,  R.H.A.  1859-  1903 


Canvas  48  x  72  inches 


Also:  H.  Kcnyon  GC^ld    Ke±lV  Oil  FINE  ART  &  ANTIQUES 

The  Old  Lcchc  House,  Chester  J 

Chester  24742  36/37  SOUTH  WILLIAM  STREET,  DUBLIN,  2  Dublin  73945 


CONNOISSEUR  REGISTER  ADVERTISEMENTS 


SCHOOL  OF  DESIGN  &  DECORATION.  The  next  ten-week  concen- 
trated courses  start  on  2 1st  January. 

THE  LECTURE  COURSE,  supervised  by  Mrs.  Michael  Inchbald, 
covers  all  aspects  of  period  and  modern  Interior  Design  with  lectures  by 
experts  on  the  history  and  appreciation  of  art,  architecture,  furniture, 
silver  and  china:  practical  sessions  and  visits  to  historic  houses  and 
designers'  studios. 

THE  DRAWING  COURSE  gives  practical  training  in  drawing  and 
designing  interior  schemes,  working  at  the  drawing  board  under  the 
supervision  of  practising  interior  designers.  Details  and  application 
forms  from  INCHBALD  SCHOOL  OF  DESIGN,  10  Milner  Street, 
London,  S.W.3.  Knightsbridge  4456. 

ASPREY'S  offer  the  best  prices  for  BIJOUTERIE  miniatures,  gold  and 
silver  antique  items,  Chelsea  scent  flasks,  and  other  pieces  of  vertu. 
Their  expert  advice  is  always  available.  ASPREY  &  CO.  LTD.,  165-169 
New  Bond  Street,  London,  W.l. 

OLD  PRINTS,  unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter  T. 
Spencer,  specialists  since  1856,  47  Upper  Berkeley  Street,  London,  W.l. 
DUNNING'S  ANTIQUES.  Member  B.A.D.A.  Suggest  Trade.  Collec- 
tors  and  Museums  write  giving  their  detailed  specialist  requirements. 
Quotations  with  photographs  from  12,000  articles  in  stock  sent  by  return, 
or  information  when  articles  become  available.  58  Holywell  Hill. 

ST.  ALBANS  51065.  

WANTED:  Russian  Enamel  Pieces.  W  rite  A.  E.  Turcone,  298  Broad- 
way, Providence,  R.I.,  U.S.A. 

GEORGIAN  -  VICTORIAN  EPHEMERA  especially  selected  for 
connoisseurs  desirous  of  adding  to  their  collections,  antique  decorative 
pottery  and  porcelain,  curios  and  toys.  Eccleston  and  Ephemera.  20 
Eccleston  Street,  Victoria.  London.  S.W.I. 

Earlv  Scientific  Instruments  wanted.  Mr.  Frank.  Saltmarket.  Glasgow. 
Phone  Bell  2000.  

HADDONFIELD,  NEW  JERSEY:  Sanski  Gallery.  50  Tanner  Village. 
Fine  early  American  and  European  paintings,  drawings  and  sculpture 
bought,  sold,  restored. 


ANTIQUE  SILVER  WANTED:  Solicitor  will  pay  collectors'  prices. 
Cake  basket  and  candlesticks  particularly  required.  Box  No:  7301. 

HIGHEST  PRICES  PAID  for  autographed  letters  of  artists  and  paint- 
ers, any  period,  any  style.  R.  Wian  III.  2664  East  Glenoaks.  Glendale, 
California,  U.S.A. 

ANTIQUE  ENGLISH  SILVER.  Catalogue  free.  A.  A.  Poole.  South 
Thoresby,  Alford.  Lines. 

SEMUS  LTD.,  offer  a  good  selection  of  military  chests  of  drawers  in  oak. 
teak,  or  mahogany.  Several  with  secretaire  fittings.  Similar  items  pur- 
chased. 9  Boyce's  Street.  Brighton,  Sussex. 

WANTED  bv  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to 
1870).  Write  B.  Mastai.  21  East  57th  Street,  New  York  22.  N.Y..  U.S.A. 

PERIOD  SHOP  PREMISES  TO  LET  -  Dorset  Town.  Eminently  suit 
Antique  trader.  112  ft.  Showroom.  Workrooms.  Stores.  Flat.  All  period. 
21  year  lease.  Economic  rent.  Full  particulars  apply  Box  No:  7308. 

One  Gold  Sovereign  Elizabeth  II  £\.  A  hundred  Gold  Sovereigns  mint 
condition  £362  10s.,  also  collection  of  English  and  Foreign  Gold  coins. 
Details  on  request.  W  orld  Coins  (Dept.  CR).  216  High  Road.  Loughton, 
Essex. 

FOR  SALE:  Early  English  Watercolour  and  Drawings.  Branson.  264 

Lee  High  Road.  S.E.  13.  Lee:  4183.  

ANTIQUES  IN  EAST  ANGLIA,  48  page  authoritative  guide,  articles, 
colour  illustrations,  3/6.  Tony  Keniston,  5  The  Cedars.  Wendover, 
Bucks. 

CONNOISSEUR  1901-1950  COMPLETE.  First  17  vears  cloth-bound. 

Offers:  Box  No:  7309.  

ANTIQUE  DEALER  In  West  London  requires  experienced  salesman. 
Box  No:  7310.  

Register  advertisements  are  1/6 per  word,  minimum  £1  for  15  words,  which  must 
be  prepaid  and  sent  to  the  Advertisement  Manager,  7 HE  CONNOISSEUR, 
(  HESTERGA  TE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON. 
S.W.I.  (Victoria  2331.)  Addresses  or  Box  Numbers  must  be  inserted,  and  replies 
to  the  latter  should  be  clearly  marked  with  the  Box  Number.  The  Proprietors  of 
The  Connoisseur  accept  no  responsibility  for  any  sales  effected. 
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EARLY  18th  CENTURY  IRISH  SILVER 


Antique  George  I  Irish  silver 
MONTEITH  bow  1 
by  David  King 
Dublin  1715-16 
Extreme  height  9  in.  Diameter  I  OA  in. 
Weight  62  oz. 


Antique  Queen  Anne  silver  tankard 

by  David  King 

Dublin  1704-5-6 
Extreme  height  8  in.  Weight  29  oz. 


from  the  Collection  of 


We  are  happy  to  answer  enquiries  and  to  give  details  of  the  silver 


LOUIS  WINE  Ed 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  AND  LONDON  SILVER  VAULTS  WX.2 


■ 


Telephone:  Chancery  3248/49 


Telegrams:  Walter  Silvavults  London,  W.C.2 


Two  of  a  set  of  four  Antique  Silver 

Entree  Dishes 
with  Old  Sheffield  Plate  Warmers 

Entree  dishes  date  1819/23 
by  John  Harris  of  London 
Weight:  264  oz.  set  of|four 

Old  Sheffield  Plate  Warmers  by  Matthew  Boulton 


ANTIQUE  SILVER 


PRIDES  ,/  LONDON  LTD 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


HOWARD  PHILLIPS 

for  fine  glass 


A  large  latticinio  Plate,  15  in.  diameter 
VENICE,  early  17th  century 

A  Goblet  engraved  with  a  coat-of-arms,  9  in.  high  A  Goblet  with  latticinio  bowl  and  lion-mask 

NURNBERG:  early  17th  century  stem,  10J  in.  high 

Netherlands,  early  17th  century 


11a  Henrietta  Place 
LONDON,  W.l 

LANgham  9844 


HERCULES 
Bronze 

German,  1st  half  16th  Century 
Height  15  cm. 


Cyril  Humphris  Ltd. 

23  OLD  BOND  STREET,  LONDON  W.l 

MAYfair  G240 


RENAISSANCE  HUNTING  TAPESTRY 

in  fresh  colours 

Flemish,  upright  panel 

7  ft.  6  in.  high,  4  ft.  II  in.  wide 
(228  cm.)  (150  cm.) 

V.  and  C.  STERNBERG 

Members  of  The  British  Antique  Dealers'  Association  Ltd 

Tapestries,  Carpets 
37  SOUTH  AUDLEY  STREET,  LONDON  W.l 

Telephone:  HYDe  Park  1228  Cables:  Yaky,  London  W.l 
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In  London 


William  IV  fiddle  thread  and  shell  Service 
for  18  settings     London  1830 
By  William  Eley 
Weight  209  oz.  14  dwt. 


Antique  English  Silver 


3. 1.  SHRUBSOLE 


LIMITED 


Old  Sheffield  Plate 


LONDON  43  MUSEUM  STREET  W.C.I.  HOLBORN  2712 
NEW  YORK  104  EAST  57th  STREET  PLAZA  3-8920 

Member  of  The  British  Antique  Dealers'  Association,  Ltd.  Member  of  The  New  York  Antiques  and  Art  Dealers  Association,  Inc. 


In  New  York 


Charles  I  silver  Sweetmeat  Dish     London  1635 
By  Thomas  Maundy 
Weight  4  oz.  16  dwt.  Diameter  6|  in. 


'  SJ\ l'een  anne  is  dead  !'  Poor  soul,  brought  to  bed  of  17  or  more  children, 
<a^no  wonder  the  rumour  seemed  stale.  So  is  1964,  with  all  its  marvels 
and  alarums.  Let  it  go. 

Odd  to  think  that  Queen  Anne  who  loved  'driving  like  Jehu'  after  stags 
in  Windsor  Forest,  had  no  love  of  the  arts  at  all.  Yet  her  silversmiths 
wrought  pieces  of  such  purity  of  outline  like  a  pair  of  candlesticks  now  at 
Gilbert's,  with  triangular  facets  their  only  ornamentation — as  to  seem  more 
than  avant garde  today. 

A  true  marvel  arrived  recently  in  this  country  and  is  now  to  be  seen  at 
Barling's.  A  Greco-Indian  standing  figure  of  Buddha  in  stone,  of  Gandhara, 
2nd-3rd  century  A.D.  The  condition  is  amazing,  the  moulding  of  the  body 
under  the  thin  pleated  robes,  the  carving  of  the  face  very  fine  and  the  look, 
percipient  and  awake. 

The  Four  Elements  cannot  be  far  from  mind  in  January,  and  at  David 
Peel's  there  is  one  of  those  pleasant  1 8th  century  conceits — a  French  painting 
of  the  Element  of  Fire  by  Lagrenee.  Central  heating  spreads  and  soon  there 
will  be  no  naked  flames  by  which  to  warm  our  hands  and  we  will  look 
hungrily  at  such  a  painting.  Next  door,  at  Kerin's,  there  is  more  than  a  dash 
of  warm  colour  in  a  circular  Regency  table,  on  a  rosewood  base,  that  has 
a  four  and  a  half  foot  top  of  radiating  panels,  which  contain  163  marbles 
and  hardstones  (there  is  even  one  panel  of  jade) — eight  people  can  sit 
around  it  and  enjoy  some  of  that  look  and  feel  of  exuberant  vitality  which 
became  synonymous  with  the  Regent's  taste. 

The  ghosts  of  some  lovely  women  could  visit  Mount  Street  now. 

There  is  a  large  oval  miniature  at  Stelman's,  of  Maria  Waldegrave, 
duchess  of  Gloucester,  by  Richard  Crosse.  This  artist,  a  Devon  man,  born 
nearly  deaf  and  dumb,  was  renowned  for  the  delicate  and  natural  colouring 
of  his  miniatures.  Maria  (one  of  Horace  Walpole's  nieces  whom  he  married 
to  James,  second  earl  Waldegrave)  is  shewn  with  a  little  girl  and  a  lap  dog. 


She  was  said  to  be  the  'handsomest  woman  in  London  once  Lady  Coventry 
died'  and  was  painted  by  Reynolds  seven  times.  After  Waldegrave's  death 
she  secretly  married  Prince  William  Henry,  duke  of  Gloucester. 

And  at  Nat  Aycr's,  there  is  a  charming  pair  of  1 8th  Century  oil  paintings 
by  Sir  William  Beechey  (1753-1839).  One  is  of  Lady  Sophia  Bayntun, 
holding  her  spaniel.  The  other  is  of  Miss  Clementine  Lutwyche,  holding 
her  kitten.  Both  are  ancestors  of  a  well  known  Somerset  family,  the 
Hippisleys  of  Ston  Easton  Park,  and  these  two  paintings — redolent  of 
perpetual  Youth  and  Summer — hung  for  main'  years  in  the  drawing  room 
of  that  house. 

Smallncss  is  a  great  attraction  in  itself  when  any  object  is  smaller  than  the 
general  in  its  category. 

At  Mann  &  Fleming's,  there  is  an  oval  Chippendale  overmantel  mirror, 
only  42  inches  high,  with  carving  both  bold  and  fine. 

While  at  Harrington's  (1 25)  there  is  an  1 8th  century  parquetry  commode, 
signed  by  Daniel  dc  Loose  (Maitre  in  1767  and  known  for  his  quality  work) 
that  is  only  3  ft.  2  in.  wide  and  20  inches  deep. 

At  the  time  of  going  to  press  Harrington's  (120)  also  had  a  'very  decent' 
Georgian  mahogany  pulpit  with  candlestand  from  a  private  chapel. 

From  small  to  large — or  largest — for  at  Stanley  Pratt's  there  is  one  of  the 
largest  partners  desks  imaginable.  It  is  7  ft.  x  5  ft.,  with  an  unseamed 
cowhide  on  top.  Very  much  for  silent  partners,  for  there  are  2  sets  of  small 
drawers  on  the  top  of  the  desk  by  which  messages  can  be  passed  to  one's 
opposite  number  and  a  reply  received,  without  ever  a  word  spoken. 

At  Waddingham's  there  is  a  17th  century  Italian  oil  painting,  seven  feet 
high,  which  is  a  tossing  profusion  of  brilliantly  painted  flowers — of  Spring 
and  Summer  together — in  its  original  frame — to  warm  our  eyes  with 
colour.  For,  when  all  is  said,  it  is  the  promise  of  Spring  that  lures  us  in 
'black  Janiveer'.  V.  WARREN 


Ayer  &  Co.  (Antiques)  Ltd. 
Barling  of  Mount  Street  Ltd. 
Gilbert,  A.  B.  (Belfast) 
Harrington,  R.  L.  Ltd. 
Kerin,  Gerald  Ltd. 
Mann  &  Fleming  Ltd. 
Peel,  David  &  Co.  Ltd.  (at  No.  2  Carlos  Place,  Mount  Street) 
Pratt,  Stanley  J.  Ltd.  at  No.  27 

Sparks,  John  Ltd.  at  No.  1 2s 

Stelman,  N.  (Antiques  Corner  L  td.)    at  No.  104 
Waddingham,  Walter  at  No.  99 


at  No.  130 

at  No.  112 

at  No.  91 

at  No.  120  &  125 

at  No.  9 

at  No.  120b 


18th  &  19tli  Century  English  Furniture  and  Porcelain 
Early  Furniture,  Chinese  &  European  H'orks  oj  Art 
Antique  &  Modern  Silver  &  Old  Sheffield  Plate 
English  &  Continental  Furniture  &  Works  of  Art 
English  &  Continental  Furniture  &  Porcelain,  Works  of  Art 
Antiques  /Decorations 
European  1 1  orks  of  Art 

18th  Century  English  Furniture,  Chimney  Pieces.  (See  back  cover) 
Ch  iucse  1 1  'orks  of  Art 

Antique  Jewellery,  Bijouterie,  Miniatures,  Boxes  &  Enamels 

1 8th  Century  English  Furniture,  Chinese  Porcelain,  Dutch  and  Italian 

Paintings 


DAVID  PEEL 

&  CO.,  LTD 
EUROPEAN  WORKS  OF  ART 


CHARLES  II 
Bronze 
Height  of  bust  5  inches 
Circa  1660 


2  CARLOS  PLACE       MOUNT  STREET 
LONDON  W.l 

Telephone:  HYDe  Park  3161 


CHARLES  WOOLLETT 
&  SON 


Members  of  B.A.D.A. 


Fine  oil  painting  of  Mrs.  France*  Hatfield  (nee  Westley) 
attributed  to  Herman  Verelst  c.  1640-1696.  Seated  in 
a  red  dress,  white  bodice  and  sleeves,  grey  cloak,  her 
daughter  in  a  grey  dress  standing  by  her  side  by  an 
urn  of  flowers  in  ;i  portico.  From  the  T.  J.  Garlick 
Collection.  Size  of  Canvas  45  in.  X  36i  in. 


59/61  WIGMORE  STREET  W.1 


DAVID  BLACK  &  SONS 

1  Burlington  Gardens, 
New  Bond  Street  W.l 


FINE  ANTIQUE  ENGLISH  AND 
CONTINENTAL  SILVER 
OB  JETS  DE  VERTU  AND  WORKS  OF  ART. 


Telephone:  HYDe  Park  3851 


BERNARD  BLACK  GALLERY 

1062  Madison  Avenue, 
New  York  21 

(Associate:  HUGUES  W.  NADEAU) 


AMERICAN  PAINTINGS  AND  DRAWINGS 
OF  THE  19th  AND  EARLY  20th  CENTURIES 
SCULPTURE  AND  WORKS  OF  ART 
OF  ALL  PERIODS. 


Telephone:  Trafalgar  9-2171 


We  are  always  desirous  of  purchasing  any  of 
the  above-mentioned  works  of  art. 


The  Legend  of  Saint  Ursula 

The  tragic  fate  of  Saint  Ursula  and  her  fair  companions  is  here 
traced  step  by  step  in  a  study  of  the  series  of  19  canvases  that 
illustrate  the  story  in  every  detail.  They  were  painted  about 
1500  by  one  of  the  most  important  artists  of  the  school  of 
Cologne.  This  study  throws  light  not  only  on  the  history  of 
German  painting  of  the  period,  but  also,  in  its  analysis  of  the 
solid  burghers  who  paid  for  the  series,  on  the  social  history  of 
one  of  the  leading  commercial  centres  of  Europe. 
'. . .  of  absorbing  interest.''  The  Times  Educational  Supplement. 

12s.  6d.  (13s.  Id.) 

Guide  to  London  Museums  and 
Galleries 

The  vast  sizes  of  the  National  collections  make  it  difficult  for 
visitors  to  see  all  that  they  would  like  to  see  when  their  time  is 
limited.  The  new  edition  of  this  guide  will  help  them  to  plan 
their  visits  to  the  best  advantage  and  will  reveal  to  them  the 
existence  of  sources  of  interest  hitherto  unsuspected  or 
imperfectly  realized.  3s.  6d.  (4s.) 

Fifty  Masterpieces  of  Sculpture 

A  new  edition  of  this  picture  book  of  fifty  famous  sculptures 
in  the  Victoria  and  Albert  Museum  collection  with  an 
explanatory  text  about  each.  7s.  6d.  (8s.) 

Prices  in  brackets  include  postage  at  inland  rates 

Government  publications  can  be  purchased  over  the  counter  or  by  post  from 
the  Government  Bookshops  in  London.  Edinburgh.  Manchester,  Birmingham, 
Cardiff,  Bristol  and  Belfast,  or  through  any  bookseller 


TATE  GALLERY 


KEEPER  OF  THE  BRITISH  SCHOOL  COLLECTION 
KEEPER  OF  THE  MODERN  COLLECTION 


Applications  are  invited  from  men  and  women  aged 
at  least  35  for  two  pensionable  posts. 

The  candidate  appointed  as  Keeper  of  the  British 
School  Collection  will  have  special  responsibility  for 
paintings  of  the  British  School  from  the  earliest 
times  up  to  1900,  and  for  British  sculpture  of  the 
19th  century.  The  holder  of  the  second  post  will 
have  special  responsibility  for  the  modern  collec- 
tion, which  comprises  foreign  painting  and  sculp- 
ture of  the  last  100  years  and  British  painting  and 
sculpture  of  the  20th  century. 

QUALIFICATIONS:  Candidates  must  be  auth- 
orities in  an  appropriate  field,  with  wide  knowledge 
of  the  history,  theory,  and  practice  of  the  visual 
arts.  A  university  degree  with  1st  or  2nd  class  hon- 
ours, or  an  equivalent  qualification,  is  normally 
required.  Experience  of  administration  and  of  re- 
search for  the  preparation  of  written  material  is 
desirable,  and  knowledge  of  one  or  more  modern 
European  languages  is  an  advantage. 

SALARY:  £3,135 -£3,560. 

WRITE  to  Civil  Service  Commission,  23  Savile 
Row,  London,  W.l,  for  application  form,  quoting 
6049/65.  Closing  date  26th  January  1965. 
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Late  19th  Century  Cherkes  with  rich  red  field,  ivory 
and  blue  border,  ivory,  lime  green,  gold  and  blue 
medallions.  Size:  10  ft.  o  in.  X  4  ft.  2  in. 
Ref:  52133 

Perez 

112  &  168  BROMPTON  ROAD, 
LONDON  S.W.3 

Telephone  •  KENsington  4411  (4  lines) 
Telegraphic  Address  'CARPEREZET' 

also  PARK  STREET,  BRISTOL 
and  AMSTERDAM 

The  permanent  Exhibition  Rooms  at  112  Brompton  Road  feature 
a  large  selection  of  Antique  and  Old  Oriental  Carpets  and  Rugs, 
Tapestries,  Aubussons,  Savonneries  and  Needleworks. 

Wall  to  wall  carpeting  and  Broadlooms  in  exclusive  plain  colours 
are  available  at  168  Brompton  Road. 

Perez  (Contracts)  Ltd.  will  attend  to  enquiries  from  the  trade. 


D.  M.  £r  P 


MANHEIM 


Members  of  The  British  Antique  Dealers'"  Association  Ltd* 
and  Art  and  Antique  Dealers''  League  of  America 


BOW  PORCELAIN  CIRCA  1760 

Very  rare  group  of  girl  and  youth  .seated  under  a 
tree.  Vivid  colouring — girl  has  yellow  skirt,  and 
youth  a  blue  cloak  draped  over  his  knees.  Incised 
D  underneath  base,  and  T  on  sconce.  1(H  in.  high 


LONDON 

69  Upper  Berkeley  Street, 
Portman  Square,  W.l 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London  YT.l 


NEW  YORK 

46  East  57th  Street, 
New  York  22,  N.Y. 

Cables: 
\  i\  antique,  New  York 
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RALPH  COX 

THE  OLD  GREETHAM  INN 
STRETTON,  RUTLAND 

(Great  North  Road) 
Tel :  Castle  Bytham  340 

Bronze  group  by 
RANCOULET  of  Bordeaux 
Height  11  in.  Circa  1870 


Also  at 

39  STEEP  HILL  LINCOLN  Tel:  22463 


THE 


ROCKINGHAM  POTTERY 

by  A.  A.  Eaglestone  and  T.  A.  Lockett 


152  pages,  frontispiece,  8  plates  and  illustrations 
of  pottery  marks 


Price  37/6,  post  free 
Order  from:  Museum  &  Art  Gallery,  Clifton  Park,  Rotherham 


SARIN 

GALLERIES 

4  Cork  St.,  Bond  St. 
REGent  6186 


Specialists  in 
English  18th  Century 
paintings  and  drawings 


GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    KEN  1868 


ETCHINGS  AND  WOODCUTS  BY 
KNOWN  AND  UNKNOWN  ARTISTS 


Open  daily  10-6 


THE  TRYON  GALLERY  LTD 

41-2  DOVER  STREET,  LONDON,  W.i    HYDE  PARK  5161 

Sporting  and  Natural  History  pictures 


OMELL  GALLERIES 

22  BURY  STREET  ST.  JAMES'S 
LONDON  S.W.I  TRA  4274 

FINE  CONTEMPORARY  and  19th  CENTURY  PAINTINGS 


14  DUKE  STREET  (1st  Floor).  St.  James's.  London  S.W.1.  WHItehall  1794 
(Entrance.  Mason's  Yard) 

Perm;mcnt  Exhibition  of  Dutch  17th-century  seascapes 


HANS  GALLERIES 

40  Duke  Street    St.  James's    London,  S.W.I 

commission  artists  to  paint  portraits  from  sittings  or  photo- 
graphs. Examples  of  recent  portraiture  by  Royal  Academy 
Exhibitors   on    permanent   exhibition    at    the  Galleries. 
Closed  Saturdays  except  by  appointment. 

Write,  caH  or  telephone:  WHItehall  4008-9 


HEATH-BULLOCK 

ANTIQUES 

24  MOTCOMB  ST.  8  MEADROW 

LONDON  eM  .M  GODALMING 

S  .W.  1  *    ^  SURREY 

BEL:  7313  TEL:  2562 


Binders  for  your  Connoisseurs!  And  you  can  do  it  your- 
self. Three  Binders  take  a  year's  issues.  Strongly  made,  they  are 
of  red  leather-cloth,  with  rounded  corners,  the  name  The  Connoisseur 
gold-blocked  on  the  spine.  Price  each  18s.  ($2.61)  inclusive 
of  postage,  packing  and  insurance.  Extra  blocking  on  the  spine 
for  dates  costs  an  additional  Is.  3d.  (17  cents)  per  binder.  Order 
from  The  Belgrave  Library,  22  Armoury  Way,  London,  S.W.18. 


POMTOMOLI 

LTD. 

11  SPRING  STREET, 
PADDINGTON,  LONDON,  W.2 

Tel:  Pad.  6664 


CARPETS,  RUGS 
and  FITTED  CARPETS 

EXPERT  CARPET  and  TAPESTR  Y 
RESTORERS  and  CLEANERS 

Detail  of  a  French  Savonnerie  Carpet 
20  ft.  x  15  ft.  Main  ground  colour 
light  pistache  green,  scroll  designs  in 
shades  of  red,  mauve,  blue  and  gold. 
Flowers  in  natural  colours,  border 
in  pale  green  and  gold. 

SPECIAL  ATTENTION  GIVEN 
TO  ALL  TRADE  ORDERS 

We  are  interested  in  buying  genuine 
old  rugs  and  carpets  of  merit. 


Antique  Clocks . . . 

from  GARRARD 


This  fine  8  day  bracket  clock  by  Thomas 
Tompion,  No.  195,  Circa  1690,  has  an  Ebony 
veneered  case,  strike  and  pull  quarter.  Height  14" 
excluding  handle.  It  is  part  of  the  wide  range  of 

antique  clocks  always  to  be  found  at  Garrard.  GARRARD  The  Crown  Jewellers 

112  REGENT  STREET  LONDON  W1    ■    REGENT  7020 


BY  APPOINTMENT 
TO  HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  &  CROWN  JEWELLERS 
GARRARD  &  CO.  LTD.,  LONDON 
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BIGGS 

of 

MAIDENHEAD 

ESTABLISHED  1866 
Members  of  The  British  Antique  Dealers'  Association  Ltd. 


^  -  - 


One  of  a  pair  of  early  18th  Century  English  needlework  panels 
embroidered  with  various  stitches  in  brilliant  colours,  with 
scenes  of  contemporary  life. 

Height  5  ft.  §  in.,  width  2  ft.  10}  in. 


Six  showrooms  of  antique  furniture  and 
silver  besides  modern  departments 

Open  all  day  on  Saturdays 


26,  28,  30,  32  HIGH  STREET  MAIDENHEAD 

BERKSHIRE  TEL.  (3  LINES)  22923,  26363/4 


HENRY  SPENCER 


^^^^  &  SONS  - 

ESTABLISHED  1840 

Eric  C.  Spencer,  C.B.E.,  M.A.,  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I. C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

RETFORD  SALEROOMS 

HENRY  SPENCER  AND  SONS 
are  instructed  by  The  Executors  of 
the  Late  Colonel  and  Mrs.  Holden 
of  Southwell,  and  from  other  sources 
THURSDAY  AND  FRIDAY  14th  and  15th  JANUARY 
XVIII  and  XIX  Century  FURNITURE  AND  WORKS  OF  ART 

Illustrated  Catalogues  2  6d 
20  The  Square,  RETFORD,  Notts. 

Telephone  2531-4 

And  at  SHEFFIELD,  WORKSOP, 
SCUNTHORPE,  BRIGG  and  WINTERTON 

VALUATIONS  FOR  ALL  PURPOSES 


C^0Arc  -  ,  KG^l 

BROKERS- TRAVXT>G  ^ 


innate  &3°kn£tonlfttcl 


 Established  1815  

Head  office  : 

39/45  FINSBURY  SQUARE,  LONDON,  E.C.2 
also  at : 

LIVERPOOL-MANCHESTER-SOUTHAMPTON 
BELFAST  -  PARIS  -  NEWCASTLE  -  GLASGOW 
TORONTO  -  NEW  YORK  -  MONTREAL  -  LEEDS 
LEICESTER 


CONNECTING  WITH  A  NETWORK  OF  RELIABLE  AGENTS' OVERSEAS 
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SIMON  KAYE 


L 1MITED 
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George  II  silver  Cup  and  Cover 
Date  1743     Weight  65  oz. 
Maker  Elizabeth  Godfrey 
Height  1 1 1  in.  diameter  5|  in. 


1b  ALBEMARLE  STREET 
PICCADILLY    LONDON  W.l 

Telephone:  hyde  park  7658  and  5152 


□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□a 


HAIM'S 

31  Brook  Street 
London,  Wi 

Tel:  MAYfair  6300 


LOUIS  QUINZE 

AUBUSSON 

RUG 


Also  large  stock 
Fine  Aubusson Carpetsand  Rugs 
of  various  sizes 

Specialists  in  Fine  Quality 
PLAIN  WILTON  CARPETS 
pastel  shades 
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SPECIALIST  IN  EUROPEAN  PERIOD  CARPETS 


AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


l. 


Aubusson  carpet,  XVII Ith  Century,  with  pink,  green  and  blue 
design,  and  beige  borders  on  light-blue  ground 


2.20  m.  x  3.30  m. 


CATAN 

129  AV.  DES  CHAMPS-ELYSEES 

PARIS 


PHONE  BAL  41-71 


An  oval  silver  soup  tureen 
London  1777 
by  ROBERT  SHARP  and  DANIEL  SMITH 
145  in.  long,  no  oz. 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver 

16c  Grafton  Street,  W.i 

Member  of  the  B.A.D.A.  Ltd.  Telephone:  Hyde  Park  1597 


DUITS 


LTD 


Finest  examples 
of 

iyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.  JAMES'S,  LONDON,  S  .  W  .  i 

Telephone:  Whitehall  7440 


The  Connoisseur,  January,  1965 


XXVIIlb 


A  set  of  8  late  18th  century  painted 
armchairs  having  original  grisaille  pain- 
ted panels  in  the  back  of  each  chair, 
depicting  various  types  of  musical 
instruments. 

Height  of  back  to  floor:  33  in. 
Height  of  seat  to  floor:  18  in. 
Width  across  arms:  201  in. 
Depth  of  seat:  18  in. 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON,  W.l.  TELEPHONE  GROSVENOR  7411  (5  LINES) 
AND  AT  BOURDON  HOUSE,  2  DAV1ES  STREET,  LONDON,  W.l 
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A  rare  and  attractive  pair  of  Louis  XV  corner  cupboards  in  red 
lacquer,  with  ormolu  mounts  and  marble  tops.  French,  circa  1760. 
Height:  4  ft.  4  in.  Max.  depth:  1  ft.  3  in.  Width:  2  ft. 


French  furniture 
and  Sculpture 


Garden  statuary 
and  furniture 


MALLETT 


bourdon  l£ 


ouse 


2  DAVIES  STREET   •   BERKELEY  SQUARE   •  LONDON    ■  W.l 

ENGLISH  FURNITURE— 40  NEW  BOND  STREET.  W.l 


Telephone:  MAY  FAIR  2444/5 


Telegrams:  MALETHOUS  LONDON 
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NEWARK  ROME 
Half  Crown  Siege  Piece,  Gold  Aureus  of  Faustina  II, 

1646  Wife  of  Marcus  Aurelius, 

Circa  A.D.  175 

Reproduced  by  courtesy  oj  the  British  Museum 


COINS 

Art,  history,  geography,  economics,  portraiture,  national  and  local  emergencies — all  these  and  more,  are  depicted  on  the  little 
pieces  of  metal  which,  stamped  with  a  device  to  give  identification  and  validity,  and  of  a  definite  weight,  were  first  pressed  into 
service  over  twenty-six  centuries  ago  as  a  medium  of  exchange. 

The  first  coins  were  struck  about  700  B.C.  by  the  Lydians  in  Asia  Minor  from  lumps  of  a  natural  gold  alloy,  stamped  on  one 
side  with  a  finely  modelled  head  of  a  lion.  The  invention  soon  spread  throughout  the  Greek  world  and  during  the  5th  Century 
reached  the  climax  of  artistic  merit.  Unhampered  by  utilitarian  restrictions,  the  Greek  craftsmen  ranged  far  and  wide  in  their 
designs — facing  and  profile  heads  of  gods  and  goddesses,  animals,  birds,  flowers,  insects,  and  articles  of  everyday  life,  mostly  in 
high  relief  and  superbly  modelled. 

The  Romans  had  different  ideas  and  in  the  main  bequeathed  us  their  magnificent  portraits — ascetic  Julius  Caesar,  brutal  Nero, 
bearded  Marcus  Aurelius,  the  charmingly-coiffured  Faustina,  and  many  others — all  these  live  today  in  brilliantly  produced  coins. 

The  skills  of  Rome  declined  and  died  but  the  crude  coins  of  the  Dark  Ages  gradually  emerged  over  centuries  into  the  lovely 
Gothic  designs  and  Renaissance  portraiture  of  the  14th  and  1 5th  Centuries. 

From  the  17th  Century,  machinery  replaced  handwork  and  coins,  as  we  know  them  today,  spread  over  the  world  in  the 
wake  of  civilisation,  recording  kings  and  queens,  industries  and  natural  resources,  historical  events,  and  times  of  stress  and  war, 
in  a  profusion  which  offers  the  collector  an  infinite  and  fascinating  variety. 


A  booklet,  price  5s.  post  free  (One  Dollar  in  the  U.S.A.)  giving  the  names  and  addresses  of 
over  five  hundred  established  dealers  in  antiques  and  works  of  art  who  are  elected 
members  of  the  Association  will  be  forwarded  on  application  to  the  Secretary. 

THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  RUTLAND  GATE,  LONDON,  S.W.7  KENSINGTON  4128  &  2102 


SICILO-PUNIC 
Silver  Tetradrachm, 
Circa  360  B.C. 


The  Connoisseur,  January,  1965 


XXX 


The  Connoisseur 


M 


Now  available:  42s. 

Cloth  bound     By  post  44/6  (USA  $6.00)     Profusely  illustrated 

The 

Connoisseur 
Year  Book 
1965 


Edited  by  Alan  Osborne 


contains  much  factual  information  not  readily  obtainable  elsewhere; 
it  also  contains  four  colour  plates  and  more  than  170  black  and 
white  illustrations.  120  pages  11  in.  x  81  in. 


Contents 

A  review  and  comment  on  things  seen  at 
auction 

Collecting  (i)  an  auctioneer's  view 

j.  wood  palmer:  An  inheritance  re-born 

prof,  rene-jean  clot:  Collecting  (2)  a 
collector's  view:  'heaven  and  hell' 

ALAN  fern:  Enthusiasm  informed:  the 
growing  collection  of  Mr.  and  Mrs.  Lionel 
C.  Epstein  of  Washington  D.C. 

j.  p.  palmer:  A  Young  Collector  of  Blanc 
de  Chine 

GEORGE  L.  stout  :  The  Gardner  Museum, 
Boston 

tom  l.  freudenheim:  Judaica  art:  Mich- 
ael M.  Zagayski's  Collection 


keith  Roberts:  Rembrandt's  The  Feast  of 
Belshazzar 

ronald  G.  cooper:  Slip-decorated  pottery 

eric  delieb  :  Georgian  and  Victorian  Silver 
Caddy-Spoons 

Some  Gallery  acquisitions  of.  the  year 

Helena  hay  ward:  Thomas  Johnson  and 
rococo  carving 

Wolfgang  Fischer  :  Egon  Schicle  and  the 
spirit  of  Vienna  before  1918 

a  1  an  osborne  '.  A  profile  of  Norman  Reid, 
Director  of  the  Tate  Gallery 

sir  william  emrys  Williams:  Paradoxes 
and  Patrons 

Some  Notable  Art  Books  and  Publications 
issued  in  1963-4 


The  Connoisseur  Year  Book  is  not  included  in  any  subscription,  but  you  are  invited  to  order  it  through 
your  bookseller;  or  to  send  44s.  6d.  (six  dollars),  direct  to  London,  for  a  copy,  which  will  be  mailed  to 
you.  Orders  will  be  dealt  with  in  strict  rotation.  If  ordering  by  mail,  please  send  your  early  remittance  to:  The 
Belgrave  Library,  22  Armoury  Way,  London  SW  18. 
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GREGORY  &  CO. 


(BRUTON  STREET)  LTD. 


ESTABLISHED  1823 


Telephones:  Mayfair  260S/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
UPHOLSTERY 
CURTAINS 
CARPETS 
CHANDELIER  S 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORA  T I  ON  S 
ELECTRICAL  WORKS 
H  E   A  TING 


VALUATIONS 


An  attractive  Hepplewhite  serpentine  mahogany 
chest  of  drawers,  c.  1785. 

Width  36  in.  Depth  20  in.  Height  35  in. 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


Pair  of  George  III  silver  chamber  Pair  of  George  II  silver  salts  George  III  silver  hot  water  jug 

candlesticks  1765  by  Wm.  Cafe  1747  by  George  Wicks  1783  by  John  Schoneld 

Promenade  CHELTENHAM  Telephone  22821 


XXXIII 


A  splendid  baluster-shape  Ch*  ien  Lung  apple  green  Chinese  vase,  mounted  on  a  finely 
chiselled  rococo  bronze  dore  base  and  topped  with  a  bronze  (lore  collar.  Circa  1750. 
15  in.  high,  7  in.  wide  over  all. 

RICHARD  VH  ARE 


927  MADISON  AVENUE,  NEW  YORK  21,  N.Y. 

Antiques  Interiors 


I  MVKKSITY  1-6910 


IAN 


WOODNER 


i 


December  1964 


THE  CONTEMPORARIES 

992  MADISON  AVENUE,  NEW  YORK  21.  N.Y. 


4J  ^fieix*.  Satinet  ^Zvtu/o/i  Cffi^' 
Hvde  Park  47 1 1 


P.  H.  (.11  1  l\4.liUI 

Member:  B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCK  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 


CHERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


'LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


j.  A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

WISHES  TO  PURCHASE  OLD  ENGLISH  FURNITURE 

DORSET  GALLERIES 
49  DORSET  STREET,  BAKER  STREET,  LONDON,  W.I  Welbeck  8934 


COIN  &  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  l4/9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I  Telephone  LANgham  3677 


Hal  O'Nians 

Old  Master  Paintings  and  Drawings 
6  RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W. 

Telephone:  Whitehall  9392 


CHINESE 


Collet's 


CALLER Y 


ANTIQUE  CHINESE  EMBROIDERY 

40  Great  Russell  Street,  London,  W.C.I. 

(LANGHAM  7538) 


Collector's  {Treasures  Htb. 

■  a'/ 

S=9  Church  Street,  Miinbsor,  fJerfes 

Telephone:  Windsor  60157 
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HflmfTlER  GALLERIES 


Inc. 


51  East  57th  Street       New  York  22  N.Y. 

Telephone  PL8-04I0  Cables  HAMMERGALL,  N.Y. 


KNOEDLER 


Established  1S4O 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  57th  Street 
N.Y.  1 00 2 2 


PARIS 

8  j  bis  rue  du  Faubourg 
St.  Honore  8e 


xxxv 


I 


CARL  RUNGIUS 

"IN  THE  SAGEBRUSH" 

Oil -40  x  50 

An  unusual  painting  by  the  Great 
Painter  of  American  Big  Game 


Our  Western  Catalogue  on  request 


Kennedy  Galleries,  inc. 

Founded  1874  by  H.  Wunderlich 

13  East  58th  Street  ■  New  York  22,  N.Y. 


Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

;  Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

MONS  &  C,E 

TABLEAUX  ANCIENS 
LITtrc  26-84      19  R"c  du  Chcrche-Midi,  Paris  VIe 


JOSEPHINE 
HOWELL  INC. 

French  Antiques 


41  EAST  57th  STREET 
NEW  YORK  22,  N.Y. 

PLAZA  3-5515 
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XXXVII 


Your 

choice  of 

today's 

foremost 

portrait 

painters 

and  sculptors 


PORTRAITS,  INC. 

PORTRAIT      CENTER      OF  AMERICA 

136  EAST  57th  STREET,  NFW  YORK  22,  N.Y. 


Ann  Carol  by  Hcnricttc  Wycth 


Unusual  pair  of  early  Sheffield  wine  coolers 

MERRYVALE 

Antiques  and  Gardens 

Open  Monday  through  Friday  9  to  5.30  Tel.  JOrdan  7-0615 

3640    BUCHANAN    STREET,     SAN     FRANCISCO    23,  CALIFORNIA 


pierre  matisse  gallery 


Mia  11  It  if  s 

If  tie  Ever 

Call  i  1/  ti  u  n  i  s 

Dubuffet 

it  i  rer  u 

Mi  iro 

Le  C or  h  it  s  i  e  r 

Hiopelle 

S  tt  if  r  a 

Mi  i  1 1  a  res 

Butler 

Mi  a  rini 

G  i  a  c  o  mett  i 

It  O  SZ€th 

41  East  57th  Street,  New  York  22,  N.Y. 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


Views  of  Venice.  A  Pair  by  Edward  Pritchett  1810-1864 

On  canvas,  size  12  X  18  inches 


'  ,  if 


FINE  PAINTINGS 

15  East  57th  Street  plaza  5-498o  New  York,  N.Y. 


Oil  on  Canvas 


An  Old  Offend 


24  X  29  inches 


'An  Old  Offender' 

Jean  Louis  Forain 

1852-1931 

Oil  on  Canvas :  24  X  29  inches 

Signed:  Lower  Right:  Forain 
Collection:  C.  X.  Kraushaar 


MRSCHLIMDIER 


21  E.67ttiSt.  ■  NY  21  •  L£  5-885C 


4 


■ 


ptrmmgljam  Smport  Company 


SILVERSMITHS  &  IMPORTERS 

New  York  Showrooms:  107  UNIVERSITY  PLACE,  NEW  YORK  3,  N.Y. 


mm 


Large  "QUEEN  ANNE' 
Melon  Chafing  Dish 
with  hand-applied 
Chippendale  borders. 


Five  Quart  Capacity 
Length,  24  inches 
Width.  15  inches 
Height.  1 3  inches 


GEORGIAN  SILVER 
VICTORIAN  PLATE 
OLD  SHEFFIELD 
REPRODUCTIONS 


Telephone:  MU  6-6247-8 
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PUBLIC  AUCTION 


TROSBY 

GALLERIES 

■  OF  PALM  BEACH,  FLORIDA 

•0=   o 


FEBRUARY  9th,  196t 


(;  FRENCH  IMPRESSIONIST  and  POST  IMPRESSIONIST  PAINTINGS^ 


RENOIR 
DEGAS 
VAN  GOGH 


From  the  collection  of 

MR.  &  MRS.  MORRIS  W.  HAFT 

OF  NEW  YORK  AND  PALM  BEACH 

including  highly  important  works  by 

TOULOUSE-LAUTREC  VUILLARD 
MODIOLI  AN  I  MONET 
BONNARD  COROT 


PISSARRO 

SISLEY 
CEZANNE 


CLAUDE  MONET,  1840-1926,  'Juan-Les-Pins',  28%  x  36i/2  inches.  Signed  and  dated  'Claude  Monet  '88."  Ex  Collections:  Durand- 
Ruel,  Mrs.  Potter  Palmer,  Chicago,  Recorded  and  Reproduced  in  the  catalog  of  "Claude  Monet'"  at  the  Wildenstein  Galleries,  New 
York  19-15,  Cat.  No.  55,  page  49.  Recorded  and  Reproduced  in  the  catalogue  of  the  Chicago  Art  Institute,  192$. 


M.  E.  FRESHMAN 

President 
R.  S.  FRESHMAN 
Vice-President 
R.  J.  RAMUS 
Secretary 


TROSBY 


INC. 


211  Royal  Poinciana  Way,  Palm  Beach,  Florida 


CABLE: 
TROSART 
Telephone  Area  Code  305 
833-1050 
833-4101 


The  Filll\'  TlliistrfttPf]  C.ntnlnrr  lTirt>iit\--fiv*>  r/i/nr  i\]rttt><t\  u'///  he>  nmilerl  unnii  rpmieat. 


Five  Dollars. 


JBLIC  EXHIBITION 

'uary  3rd  through  February  8th 


TROSBY 


GALLERIES 

OF  PALM  BEACH,  FLORIDA 


COLLECTION  OF 

Mr.  and  Mrs.  MORRIS  W.  HAFT 


I  FROM 
THE 


PIERRE  AUGUSTE  RENOIR,  1841-1919,  'Enfant  En  Bleu',  Pastel  23%  x  18%  inches.  Signed  and  dated  'Renoir, 
'85'.  Ex  Collections:  Durand-Ruel,  Mr.  and  Mrs.  Chester  Dale,  New  York,   Recorded  and  Reproduced  Julius  Maier- 
Graefe,  "Renoir"  page  141,  Reproduced  on  front  cover  of  "The  Connoisseur,"  issue  of  November,  1964. 


TROSBY 


M.  E.  FRESHMAN 

President 
R.  S.  FRESHMAN 
Vice-President 
R.  J.  RAMUS 
Secretary 

The  Fully  Illustrated  Catalog  (Twenty-five  color  plates)  will  be  mailed  upon  request.  Five  Dollars. 


INC. 


211  Royal  Poinciana  Way,  Palm  Beach,  Florida 


CABLE: 
TROSART 

Telephone  Area  Code  305 
833-1650 
833-4101 


PUBLIC  AUCTION 

February  9th,  1965 


TROSBY 

GALLERIES 

^  OF  PALM  BEACH,  FLORIDA  ^ 


FROM 
THE 


COLLECTIONS 

Mr.  and  Mrs.  MORRIS  W.  HAF1 


HILAIRE  EDGAR  DEGAS,  1S^-1!H7.  La  Danseuse  Fatiguee.  Pastel,  23 1  •»  x  I7y2  inches. 
Ex  Collrrtion  P.  M.  Turner,  from  Paul  Guillaume,  Paris. 


M.  E.  FRESHMAN 

President 
R.  S.  FRESHMAN 
Vice-President 
R.  J.  RAMUS 
Secretary 


TROSBY 


INC. 


CABLE: 
TROSART 
Telephone  Area  Code  305 
833-1650 
833-1101 


211  Royal  Poinciana  Way,  Palm  Beach,  Florida 
The  Fully  Illustrated  Catalog  (Tuenty-five  color  plates)  will  he  mailed  upon  request.     Five  Dolla 


rs. 


UBLIC  EXHIBITION 


TROSBY 


GALLERIES 

OF  PALM  BEACH,  FLORIDA 


COMMENCING  ON 


FEBRUARY  3rd,  1965 

and  continuing  till  eve  of  sale 

DATE  OF  SALE 
TUESDAY  EVENING 
FEBRUARY  9th  at  9:00  P.M. 

Invitation  by  Application  to  the  Galleries 


PIERRE  BONNARD,  1867-1947,  Still  Life.  Signed  lower  right.  'Bonnard';  painted  in  1930.  Oil  on  canvas,  24y2  x  181/i  inches. 


M.  E.  FRESHMAN 

President 
R.  S.  FRESHMAN 
Vice-President 
R.  J.  RAMUS 
Secretary 


TROSBY 


INC. 


CABLE: 
TROSART 
Telephone  Area  Code  305 
833-1650 
833-4101 


211  Royal  Poinciana  Way,  Palm  Beach,  Florida 
The  Fully  Illustrated  Catalog  (Twenty-five  color  plates)  will  be  mailed  upon  request.   Five  Dollars. 
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fine  pair  of  old  Minton 
covered  vases.  Soft  pink  and  white 
with  delicate  swags  and  baskets  of 
flowers. 

Height   over  all  15  inches,  width 
over  all  9 
square. 


inches.  Bases  \\  inches 


Enjoy  good  food  in  Science  Hill  Inn 

Both  Gallery  and  Inn 
located  in  Historic  Science  Hill 


Franchiscd  dealers  for  Doughty, 
Boehm  and  Chelsea  birds 


Wakefield-Scearce  Galleries 

DIRECT  IMPORTERS 

Historic  Science  Hill    Shelbyville,  Kentucky 


Open  every  day  9  a.m.-5  p.m.  Closed  Sundays 
Telephone:  (502)  ME3-4382 

VISIT  OUR  SUBTERRANEAN  SILVER  VAULT 

on  BOTH  main  roads  (U.S.60  and  1-64)  between  Louisville  and  Lexington 


An  important  Louis  XVI  Desk  in  mahogany 
with  tambour  front,  original  bronzes,  Circa 
[780.  Attributed  to  David  Roentgen. 

Length  :  59  J  in. 
Height  overall:  44^  in. 
Depth:  35  in. 
Desk  Height:  30  in. 


EDWARD  GARRATT 


INCORPORATED 

e     ,  CJ  136  EAST  57th  STREET  DJ  <a 

Second  Floor  °  Jl  Plaza  5-6807 

ANTIQUES  NEW    YORK  INTERIORS 
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BY  APPOINTMENT 
TO  H.M.  THE  OUEEN 


EST.  1772 


BY  APPOINTMENT 
TO  H.R.H.  THE  DUKE  OF  EDINBURGH 
MEDALLISTS 


London,  date  1660 
Maker's  mark:  R.D. ,   fleur-de-lis  below 
Overall  height:  6|  inches  Weight:  24-60  ounces 


SPINK  &  SON  LTD  5-7  KING  STREET  ST.  JAMES'S  LONDON  SW1  TEL  WHI  5275  CABLES  SPINK  LONDON 


Todays 
Patrons  of  the 
Arts  in 
Britain:  4 

Pilkington  Brothers 


Symbolising  the  fire  which  lies  at  the  heart  of  the  process 
of  glassmaking,  this  mural,  designed  by  Avinash  Chandra, 
is  made  of  laminates  of  coloured  glass,  clear  glass,  tough- 
ened glass  and  plastic,  all  lit  from  behind.  The  mural, 
shown  with  the  artist,  measures  nine  by  thirty-seven  feet, 
and  is  sited  in  the  entrance  hall  of  the  new  head  offices 
of  Pilkington  Brothers  Ltd.,  glass  manufacturers  of  St. 
Helens,  Lancashire. 


r  rench  Empire  clocks  in 
British  Embassy  at  Paris 

R  PIERSON  DIXON,  K.C.M.G. 

"'HE  clocks  in  the  British  Embassy  at  Paris  are  part  of  a 
.  remarkable  collection  of  furniture,  ornaments,  table  decor- 
ons,  candelabra  and  chandeliers,  mostly  in  the  style  of  the 
it  Empire,  which  the  British  Government,  thanks  to  the  turn 
listory  and  the  decisiveness  of  a  great  man,  acquired  in  1814, 
iart  of  the  purchase  from  Pauline  Bonaparte-Borghese  of  the 
lse  in  the  rue  du  Faubourg  St.  Honore  which  has  been  the 
tish  Embassy  in  Paris  since  then. 

Napoleon  had  abdicated  on  4th  April,  18 14.  As  soon  as  she 
ard  the  disastrous  news  his  sister,  wife  of  the  Italian  prince 
)rghese  (she  had  bought  the  house  in  1803),  instructed  her  agent 
sell  it  and  such  of  the  contents  as  could  not  be  sent  out  to  her 
Naples,  rightly  foreseeing  that  all  Bonaparte  property  in 
ance  would  be  confiscated  by  the  restored  Bourbon  dynasty. 
>rtunately  for  Princess  Borghese  and  the  British  people  the  Duke 
Wellington,  his  military  career  apparently  terminated  with  the 
nvnfall  of  the  Empire,  had  accepted  the  post  of  Ambassador  to 
ance  and  was  looking  for  a  suitable  residence.  When,  on  arrival 
Paris  in  August,  18 14,  he  was  told  that  Princess  Borghese's 
>use  and  much  of  the  contents  could  be  had  for  the  equivalent 
about  a  quarter  of  a  million  pounds  in  modern  money,  he 
?ned  on  26th  August  an  inventory  of  the  furnishings  and  orna- 
ents  and  promptly  moved  in.  The  price  seemed  high  to  the 
overnment,  to  whom  the  idea  of  buying  a  house  for  a  British 
presentative  abroad  was  novel.  But  the  Duke  was  the  Duke, 
le  Prince  Regent  warmly  approved,  and  the  following  24th 
•ctober  the  contract  of  sale  was  signed.  Wellington  remained 
aly  four  months  in  Paris  as  Ambassador,  being  called  to  Vienna 
:  chief  British  delegate  to  the  Congress,  and  when  he  returned 
France  after  Waterloo  it  was  not  in  a  diplomatic  but  in  a 
ulitary  capacity. 

The  vast  majority  of  the  ornaments,  notably  chandeliers, 
indelabra  and  table  decorations,  listed  in  the  18 14  inventory  are 
ill  intact  and  in  use. 

Some  of  the  sets,  notably  the  great  gilt-bronze  surtout  de  table, 
ne  of  several  which  Napoleon  gave  as  presents  to  his  mother, 
isters,  and  a  few  of  his  marshals,  seem  to  have  been  incomplete 
/hen  taken  over  in  18 14,  perhaps  because  Princess  Borghese  had 
:nt  parts  of  the  surtout  to  Italy.  The  deficiencies  were  made  up  in 
ie  early  part  of  the  nineteenth  century,  chiefly  during  the  missions 
f  Lord  Granville  (Ambassador  1824-1828,  1831-1835  and  1835- 
841)  and  partly  thanks  to  gifts  from  George  IV,  himself  a  col- 
:ctor  of  French  gilt-bronze  ornaments,  particularly  byThomire, 
he  maker  of  many  of  the  finest  candelabra  in  the  Embassy  and  of 
ie  great  centrepiece  of  the  surtout  de  table  (marked  THOMIRE  A 
'ARIS)  here  illustrated. 

A  few  other  ornaments  are  missing  from  the  18 14  inventory, 
)f  which  I  have  been  able  to  examine  a  photostat  copy;  they  were 
probably  lost  before  1840.  Four  of  the  12  listed  Empire  clocks 
.infortunately  are  among  the  missing  pieces.  They  are  described 
is  follows  in  the  inventory : 

Left  and  above  right.  The  surtout  de  table,  part  of  the  collection  of  First  Empire  gilt-bronze  ornaments  in  the  British  Embassy  in  Paris.  The  centre- 
piece, engraved  on  the  base  THOMIRE  A  PARIS,  is  to  be  dated  1810-1813.  The  remaining  four  candelabra,  which  appear  to  be  of  slightly  later  style 
(about  1820-1825),  were  probably  acquired  after  the  purchase  of  the  house  and  contents  by  the  British  Government  in  1814.  The  five  candelabra,  and 
the  engraved  and  chased  surround  of  the  mirror  tray,  are  all  in  gilt-bronze. 

The  centrepiece  (left)  is  33  inches  high,  the  pair  of  candelabra  on  either  side  of  it  27  3  inches,  and  the  smaller  pair  19  inches. 

Photography  on  this  and  facing  page  by  Bonnefoy,  Paris.  Photographs  illustrating  Nos.  1-9  by  Giraudon,  Paris.  All  illustrations  are  Crown  Copyright. 
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I.  'Minerva'  clock,  in  the  salon  blanc  et  or,  1st  floor.  Mantel  Clock.  L 
Louis  XVI,  1785-1790.  Of  bronze,  gilt  and  chased,  and  black  marble.  1; 
inner  dial  is  signed  THOMIRE  &  COMPIE,  the  outer  dial  MOIS 
AINE  HR.  H.  21 A  (54'6o);  W.  21 A  (54  60). 

A  group,  all  in  gilt-bronze,  of  two  draped  female  figures  moving  to  ■ 
right  and  carrying  a  tapestried  and  draped  palanquin  flanked  by  cornuc- 
<pias,  on  which  is  seated  a  figure  of  Minerva.  The  composition  is  set  o  1 
black  marble  plinth  in  two  tiers,  divided  by  a  leaf  moulding  in  gilt-broi' 
and  resting  on  four  claw  feet.  The  upper  part  of  the  plinth  is  adorned  w 
two  festooned  full-face  bulls'  heads,  trophies  and  laurel  festoons,  wit  1 
ram's  head  in  profile  at  each  end — all  in  gilt-bronze. 

The  dial  of  the  clock,  being  also  in  gilt-bronze,  gives  the  impression 
a  circular  design  in  the  tapestry  which  is  thrown  over  the  palanqu 
though  the  dial  in  a  photograph  inevitably  appears  more  definite. 

From  the  skill  with  which  the  clock  dial  is  merged  into  the  gene 
design,  to  the  blend  of  realism  and  gracefulness  in  the  human  figures,  t 
is  a  characteristic  work  of  Thomire,  belonging  to  his  earlier  and  pu 
period.  As  usual  there  is  close  attention  to  detail.  Minerva  on  close  insp 
tion  is  seen  to  be  wearing  over  her  middle  a  light  coat  of  chain  mail.  1> 
snaky  locks  of  the  Medusa  head  on  her  shield  are  meticulously  indicatj, 
as  are  the  ends  of  the  bundle  of  faggots  which  support  the  fringed  cushion  1 
which  the  goddess  is  sitting.  These  sedentary  details  make  a  contrast  wii 
the  swish  and  movement  in  the  drapery  of  the  two  young  women  carry* 
their  burden  forward  in  a  purposeful  manner.  The  effect  of  forward  mo- 
ment is  enhanced  by  the  falling  away  of  the  drapery  from  the  legs  of 
leading  girl. 

This  clock  is  among  the  19  Thomire  clocks  listed  by  Niclausse,  Thorn- 
(p.  126). 

There  is  a  very  similar  clock  in  the  Musee  des  Arts  Decoratifs  in  Pai 
except  that,  on  the  draped  palanquin,  instead  of  the  Minerva  figure  in  gif 
bronze,  there  is  an  altar  in  gilt-bronze  with  Sevres  porcelain  facing;  a 
instead  of  the  gilt-bronze  designs  on  the  base  there  are  Pompeian  figures 
Sevres  porcelain  flanked  by  two  Wedgwood  medallions.  The  base  in  t ; 
clock  is  supported  by  couchant  lions  in  dark-bronze. 

The  clock  in  the  Musee  des  Arts  Decoratifs,  stated  by  the  Museum 
come  from  the  Tuileries  and  attributed  by  them  to  Thomire,  is  dated  17 
Tardy  (p.  127)  says  the  composition  was  by  J.-D.  Dugourg,  and  made  ! 
the  bedroom  of  Madame  Adelaide  in  1790.  Our  clock  was  not  part  of  I 
collection  purchased  from  Pauline  Bonaparte  by  the  British  Governmi 
in  1814  but  was  a  later  acquisition,  probably  by  Lord  Granville. 

Conservative  in  style,  and  long-lived  (1751-1843)  Thomire  carried  Lo 
XVI  into  the  Directoire,  Consulate,  Empire  and  Restoration.  All  his  woi 
except  at  the  very  end,  is  Louis  XVI  in  character,  and  it  is  thus  hazardc 
to  try  to  date  his  products  accurately.  The  purity  of  the  clock  in  the  Brit 
Embassy,  however,  suggests  that  it  belongs  to  Thomire's  earlier  peri 
and  that  it  should  be  dated  to  the  very  end  of  Louis  XVI,  i.e.  just  beft 
the  French  Revolution.  The  clock  strikes  the  hour  and  half-hour. 

2.  'Time  and  the  Student',  clock  in  the  salon  ionique,  ground  floor.  Lai 
Mantel  Clock.  Of  dark-bronze,  gilt-bronze,  and  dark-red  marble.  Emp 
copy  of  late  eighteenth  century,  1810-1814.  The  base  of  the  column 
inscribed  Maniere  a  Paris.  H.  40  (101-60);  W.  27  (58  60)  (between  outside 
claws).  W.  24 J  (62-20)  (marble  base). 

Time  (in  dark-bronze)  advances  with  scythe  gripped  in  his  right  har 
its  tip  pointing  to  the  hour,  and  aims  his  hour-glass  at  a  seated  young  wot 
an.  Surprised  in  her  study  of  a  folio  (in  gilt-bronze),  which  she  stead 
with  her  left  hand  from  slipping  from  her  lap,  she  stays  the  menacL 
figure  with  uplifted  arm  and  outspread  hand. 

The  scene  takes  place  before  a  circular  marble  pillar  surmounted  b) 
globe  (a  spherical  revolving  clock  on  which  the  hours  are  marked  in  Rom 
and  the  minutes  in  arabic  figures).  Between  Time  and  the  student  there  i' 
pile  of  books,  a  lyre,  a  pair  of  dividers,  a  protractor,  a  palette  ai 
paint-brush — instruments  of  learning  and  the  arts.  Time  strides  over 
head-and-shoulders  portrait  bust  of  a  young  woman. 

All  these  features,  like  the  support  and  casing  of  the  globe,  the  circul 
rim  and  square  base  at  the  foot  of  the  pillar,  the  stars  bearing  the  signs 
the  zodiac,  and  the  swags  antf  claws  supporting  the  plinth,  are  in  gi 
bronze.  These  gilt-bronze  features  contrast  effectively  with  the  dark-r 
marble  of  the  central  pillar  and  the  supporting  3-tier  plinth,  and  the  dar 
bronze  of  the  two  figures  and  the  globe. 

This  is  a  copy  by  Maniere  under  the  Empire  of  a  clock  made  by  Dumo 
and  Lepaute  at  the  end  of  the  eighteenth  century.  An  original  Louis  X' 
model  is  illustrated  by  Tardy  (p.  136).  It  was  often  copied.  There  is  anoth 
copy  signed  by  Maniere  in  the  Palais  du  Luxembourg,  dated  1816.  The  co] 
in  the  Embassy  is  a  few  years  earlier.  It  was  listed  as  'Une  pendule  represer 
ant  le  Temps'  in  the  inventory  drawn  up  in  August,  1814,  at  the  time  oft 
purchase  of  the  house  and  contents  by  the  British  Government.  It  was  th' 
in  the  central  salon  on  the  ground  floor,  where  it  still  is. 

The  general  style  is  late  eighteenth  century,  when  the  round  clock-fa1 
was  often  abandoned  in  favour  of  a  revolving  sphere  or  revolving  du 
in  order  to  give  more  scope  to  the  general  composition.  In  this  case  tl 
effect  is  striking.  It  suggests  the  theme  ars  longa  vita  brevis,  while  t] 
world  continues  to  turn  inexorably  on  its  axis. 

The  later,  Empire,  features  are  the  gilt-bronze  stars  bearing  the  signs 
the  zodiac,  the  lyre  at  the  feet  of  the  seated  woman  and  the  claws  suppor 
ing  the  plinth.  These  features  were  varied  in  the  different  copies.  The  clo< 
strikes  the  hour  and  half-hour. 


'Young  woman  reading  a  book',  clock  in  the  salon  rouge,  ground  floor. 
lantel  Clock.  Empire,  1810-14.  Of  gilt-bronze  on  a  circular  red  marble 
linth  surrounded  by  a  wide  band  in  gilt-bronze  decorated  with  figures 
ad  trees.  H.  31  (78  75);  W.  14I  (37  45)- 

A  young  woman  stands  by  a  square  column  and  reads  the  story  of  Cupid 
nd  Psyche.  Her  left  elbow  rests  on  the  top  of  the  column,  and  the  fore- 
nger  of  her  right  hand  points  to  the  hour  (a  small  circular  opening  in  the 
olutnn  through  which  the  time  is  indicated  in  Roman  figures  for  the  hours 
nd  arabic  for  the  minutes  on  two  narrow,  revolving  dials  in  white  enamel), 
he  wears  a  version  of  the  Ionian  silk  chiton  which  hangs  in  rippling  folds, 
nd  over  it  a  light  cloak. 

The  circular  aperture  is  encircled  in  a  laurel  wreath  held  by  miniature 
.inged  female  figures.  There  are  four  couchant  winged  gryphons  at  the 
orners  of  the  column  balancing  on  their  heads  flambeaux  between  which 
re  suspended  swags  of  flowers.  T  his  decoration  is  repeated  at  the  back  and 
te  open  side  of  the  clock.  The  whole  of  the  group  is  in  gilt-bronze. 

The  band  (in  gilt-bronze)  surrounding  the  marble  plinth  is  decorated 
.  ith  a  vivid  frieze  in  relief  depicting  the  loves  of  Cupid  and  Psyche.  The 
11  see  11  portions  at  the  back  are  decorated  with  palms  and  other  trees, 
■  ending  and  waving  in  the  wind.  From  this  forest  there  emerge,  on  the 
ight,  Cupid  hurrying  in  his  chariot  to  the  assignation;  on  the  left  Psyche 
iressing  forward  in  her  chariot  with  equal  ardour.  The  palm  trees  visible 
■n  either  side  in  front  represent  the  end  of  the  forest  and  enclose  a  clearing 
11  which  there  is  a  pavilion,  represented  by  a  series  of  fluted  columns. 
iere  the  god  of  love  and  the  nymph  meet  on  an  Empire  canape,  in  the 
ccnc  facing  the  viewer. 

This  is  the  story  which  the  young  woman  is  reading,  and  the  hour  has 
rrived.  Her  book  is  lightly  engraved  with  strokes  simulating  italic 
ottering,  but  the  capital  letters  A  and  D  are  clearly  legible,  perhaps  the 
ni'ials  of  a  couple  by  whom  this  clock  was  commissioned,  or  conceivably 
tanding  for  Amor  and  a  nymph  other  than  his  usual  companion  Psyche 
?  Daphne). 

The  figures  and  natural  features  on  this  descriptive  'strip'  are  engraved 
vith  a  remarkable  combination  of  brio  and  delicacy. 

This  is  the  'Pendule  dont  la  figure,  en  cuivre  dore,  montre  l'heure  avec 
in  doigt'  which,  according  to  the  inventory  of  1814,  was  in  the  principal 
alon  on  the  1st  floor. 

There  is  a  comparable  Empire  clock  in  the  Mobilier  National,  represent- 
ng  a  draped  female  figure  uncovering  the  hour  in  a  small  aperture  placed 
n  a  column  (Tardy,  p.  183).  The  conception  and  composition  are  charac- 
eristic  of  the  tendency,  which  has  its  origins  in  late  Louis  XVI,  to 
I  ninimise  the  central  purpose  of  a  clock:  i.e.  telling  the  time,  and  subordi- 
nate this  to  the  requirements  of  an  artistic  composition.  The  clock  strikes 
he  hour  and  half-hour. 


4.  'Student  and  the  Sciences'  clock,  Wellington  Room,  1st  floor.  Mantel 
Clock.  Empire,  1810-1814.  The  dial  is  inscribed  Vaillant  a  Paris.  Of  dark- 
|  bronze  and  gilt-bronze  on  a  plinth  of  dark-green  marble  with  lighter  green 
veining.  H.27}  (69  - 10) ;  W.  l6|  (41-50). 
A  draped  female  figure  (in  dark-bronze)  leans  in  contemplation  on  a 
•  draped  pedestal  (in  gilt-bronze)  in  which  the  clock  is  set.  Her  right  hand 
I  holds  a  scroll,  her  left  elbow  is  placed  on  a  pile  of  three  books.  The  two 
I  uppermost,  with  their  spines  facing  the  viewer,  are  inscribed  with  their 
titles:  PHYS  TOM  5,  and  ASTRO  TOM  1.  The  cock  of  Aesculapius  below 
the  dial  and  the  two  torches  which  flank  it  represent  medical  learning. 
1  The  gilt-bronze  frieze  inset  in  the  face  of  the  marble  plinth  portrays  a 
group  of  children  studying  the  sciences  and  the  arts  of  drawing  and 
1  sculpture. 

The  chasing  of  the  cock  and  the  chiselling  of  the  figures  of  the  children 
:  is  unusually  bold  and  the  relief  exceptionally  high.  The  general  effect  is  of 
a  rather  stark  simplicity. 

Though  the  description  in  the  inventory  is  too  general  for  certain  identi- 
fication,  this  is  presumably  the  'Pendule  figure  en  bronze'  listed  in  the  1814 
j  inventory  as  having  been  at  that  time  in  the  bedroom  on  the  ground  floor 
I  (now  the  Victoria  room). 

This  is  a  favourite  Empire  subject:  compare  a  bronze  and  gilt-bronze 
clock  decorated  with  a  seated  figure  representing  study  in  the  Royal 
Pavilion  at  Brighton  (French  1810-1815) — No.  363  in  Regency  Exhibition 
Souvenir  Catalogue  1963.  The  idea  and  the  style,  however,  go  back  to  clocks 
of  the  late  Louis  XVI  period;  for  example,  a  clock  in  the  Louvre  represent- 
ing the  figure  in  dark-bronze  of  a  very  similar  draped  female  figure,  though 
seated,  published  by  Tardy  (p.  137). 

The  bold  composition — a  female  figure  placed  at  the  side  of  a  pedestal 
holding  the  clock  and  set  on  a  solid  marble  base — is  characteristic  of  the 
work  of  the  Lepaute  family.  Compare  the  'Urania'  clock  given  by  Napo- 
leon I  to  Comte  Regnault  de  Saint-Jean  d'Angely,  head  of  the  finances  of 
the  Imperial  Household,  published  by  Tardy  (p.  187). 

The  clock  strikes  the  hour  and  half-hour. 
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5.  'The  Love  Letter'  clock,  in  the  salon  jaune,  1st  floor.  Mantel  do, 
Empire,  1810-12.  Of  bronze  and  gilt-bronze.  The  dial  is  inscribed  a  Par 
H.  20\  (5i  -40);W.  l5i  (27-  30). 

The  clock  tells  the  story  of  an  exchange  of  love-letters. 

A  young  woman  seated  on  a  rounded  pedestal  of  bronze  which  cor 
prises  the  clock  case,  resting  her  right  foot  on  an  X-tabouret,  looks  at 
4ove  which  has  landed  above  her  left  knee  and  raises  her  right  hand  pois 
to  remove  a  letter  from  its  beak.  With  her  left  hand  she  supports  a  lar 
medallion  representing  in  relief  the  head  of  the  writer  of  the  missi\ 
At  her  back,  balancing  the  tabouret,  is  a  round  table  supported  by  grotesq 
winged  figures  on  which  writing  materials  are  placed. 

The  young  woman's  correspondent  is  suggested  in  the  gilt-  and  chase 
bronze  relief  below  the  clock-face  picturing  a  reclining  shepherd  to  who 
a  dove  is  bringing  a  letter. 

The  group  rests  on  an  oblong  plinth  in  bronze,  the  upper  part  of  whii 
is  decorated  with  applique  figures  of  opposing  sheep  divided  and  flank' 
by  scrolls  in  gilt-bronze. 

The  arrangement — a  female  figure  seated  on  a  clock-face  placed  on 
decorated  plinth — was  popular  under  the  Empire.  The  essentially  pastor 
theme  of  this  clock  is,  however,  an  inheritance  from  Louis  XVI. 

This  is  no  doubt  the  clock  listed  in  the  1814  inventory  as  'Une  pendu 
en  cuivre  dore,  figure  assise  sur  le  cadran'.  In  1814  it  was  in  the  salon  jau 
(today  the  salon  rouge)  on  the  ground  floor,  and  is  now  in  the  first  flo' 
room  immediately  overhead. 

Fully  Empire  in  style,  despite  the  eighteenth-century  pastoral  theme, 
can  be  dated  between  1810  and  1812. 

There  are  five  X-tabourets  and  three  round  tables  with  similar  le 
consisting  of  grotesque  animal  figures  in  the  Embassy.  More  are  listed 
the  1814  inventory. 

A  clock,  similar  in  design  and  style,  by  L.  Armingaud,  is  published  I 
Tardy  (p.  187)  and  is  dated  1812.  A  late  eighteenth-century  precursor 
the  mantel  clock  (F  261 :  Plate  60  in  the  Catalogue)  in  the  Wallace  Co 
lection.  The  clock  st/ikes  the  hour  and  half-hour. 

6.  'Theseus  and  Hippolytus'  clock,  in  the  Library,  1st  floor.  Mantel  Cloc 
Empire,  1812-1814.  Bronze,  with  figures  and  decorations  of  gilt-bronz 
on  a  double  plinth  of  dark-red  marble.  The  dial  is  inscribed  a  Paris.  H.  : 
(53-35);  W.  21  (53-35)- 

Theseus,  seated  on  a  throne,  questions  Hippolytus  about  his  incestuoi 
relations  with  Phaedra  while  Hippolytus  protests  his  innocence  and  h 
hound  looks  trustingly  up  at  him.  Theseus,  disbelieving  his  son,  arrange 
for  his  father  Poseidon  to  destroy  the  young  man  as  he  drove  himself  hon 
from  Athens  in  his  chariot  along  the  gulf  of  Corinth.  The  scene,  showin 
Hippolytus  entangled  in  the  wreck  of  his  chariot  while  a  sea  monster  assai 
him  with  gusts  of  smoky  flame,  is  graphically  depicted  in  relief  in  tl 
chased  and  gilt  panel  on  the  upper  plinth. 

The  square  base  of  the  throne  (which  contains  the  clock  mechanism) 
of  dark-bronze,  the  curved  back,  the  seat  itself  supported  by  a  pair  of  winj 
ed  lion  profiles,  as  well  as  the  palmettes  at  the  four  corners  of  the  squai 
base,  are  of  gilt-bronze.  There  is  a  gilt-bronze  design  of  a  double  palmeti 
in  a  surround  of  drapery  and  fringes  at  the  back  of  the  base  between  tl 
two  lions,  and  a  design  of  gilt-bronze  v/reaths  and  ribands  at  each  end  c 
the  upper  plinth. 

Listed  among  the  ornaments  in  the  State  bedroom,  it  is  described  in  tl 
1814  inventory  as  a  'Pendule  avec  deux  figures  en  bronze  dore,  represem 
ant  Phedre  et  Hippolyte' — a  pardonable  inaccuracy  in  view  of  the  effem 
nate  rendering  of  the  standing  Hippolytus. 

This  beautifully  designed  and  executed  clock  though  not  signed  by  hii 
can  be  attributed  with  some  confidence  to  Thomire.  The  restrained  realist 
of  the  major  figures  and  the  fine  engraving  of  the  chariot  scene  bear  th 
stamp  of  this  master.  It  is  very  similar  in  execution  to  a  clock  in  the  Louvri 
signed  Thomire  et  Cie,  containing  the  figure  of  Antigone  kneeling  at  the  (e( 
of  the  blind  Oedipus  before  the  tomb  of  Laios,  with  a  panel  on  the  plint 
representing  in  relief  Oedipus  driving  away  in  his  chariot  after  murderin 
his  father  Laios.  (Niclausse,  Thomire,  p.  106,  plate  30.)  The  execution  of  th 
beards  and  of  the  Theseus  and  the  Oedipus  figures  appear  to  be  by  the  sam 
hand,  and  there  is  a  striking  similarity  between  the  scene  depicting  th 
death  of  Hippolytus  and  that  depicting  the  death  of  Laios. 

Thomire  was  active  from  1776  when  he  founded  his  factory  at  the  age  c 
25  until  his  death  in  1843;  and  though  the  Antigone  and  Oedipus  clock 
dated  by  Mademoiselle  Niclausse  to  1820  it  does  not  follow  that  the  cloc 
in  the  British  Embassy,  in  spite  of  the  similarities,  is  of  precisely  the  sam 
period.  As  part  of  Princess  Borghese's  collection  acquired  on  the  purchas 
of  the  house  by  the  British  Government  it  cannot  be  later  than  1814.  Tb 
clock  strikes  the  hour  and  half-hour. 


Pendule  d'albatre,  socle  dore; 

Pendule  representant  un  Moulin  en  bronze; 

Pendule  a  figure  marbre  blanc; 

Une  pendule  representant  Venus  et  1' Amour. 

There  are  thus  actually  8  clocks  belonging  to  the  origina 
purchase,  plus  a  ninth,  the  'Minerva'  clock  signed  by  Thomin 
(the  artist)  and  Moinet  (the  clockmaker)  (No.  1).  This  clock  wa 
probably  purchased  by  Lord  Granville,  who  in  1825  pau 
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Thomire  17,250  francs  for  supplying  new  articles  of  gilt-bronze 
.nd  regilding  the  lustres  and  candelabra.  The  nine  clocks  are 
ill  in  working  order. 

All  the  clocks,  with  the  exception  of  the  'Minerva'  clock  which 
s  late  Louis  XVI,  can  properly  be  described  as  'Empire'.  This, 
I  lowever,  is  an  elastic  term  which,  in  French  eyes,  stretches  from 
[799,  or  from  1794  if  the  Directoire  period  is  included,  until  1830. 
The  detailed  breakdown  is  1 794-1 799  Directoire;  1 799-1 804 
Consulat;  1 804-1815  First  Empire;  1815-1824  Louis  XVIII;  and 
1 824-1 830  Charles  X.) 

This  classification  is  not  wholly  artificial.  It  reflects  a  great 
event — the  French  Revolution  (from  the  storming  of  the  Bastille 
on  14th  July,  1789,  to  the  execution  of  Louis  XVI  in  January, 
1793).  which  was  followed  by  a  gradual  return  to  normal  con- 
ditions under  the  rule  of  the  Committee  of  Five  known  as  the 
Directoire  (1794-1799).  It  also  reflects  a  great  personality- 
Napoleon  Bonaparte  (First  Consul,  November  1 799-1 804, 
Emperor,  May  1804-18 15). 

The  French  Revolution  not  only  produced  profound  political 
md  social  changes  in  France.  It  also  left  an  indelible  mark  on  style 
and  taste.  It  was  highly  injurious  to  artists,  silversmiths  and  others 
engaged  in  the  luxury  trades.  During  these  years  of  upheaval 
there  was  no  demand  for  fine  ornaments,  and  many  masterpieces, 
like  the  Royal  table  services  at  Versailles,  were  melted  down. 
When  the  Revolution  had  expended  itself  a  revival  inevitably 
occurred,  and  by  the  time  Napoleon  became  ruler  of  France  the 
natural  currents  of  French  taste  and  artistic  genius  began  to 


7.  'Negress'  clock,  in  the  salon  vert,  1st  floor.  Mantel  Clock.  Empire,  about 
1807.  The  clock  dial  is  inscribed  Dubuc  le  Jcune  A  PARIS.  Of  dark-bronze 
with  decorations  in  gilt  and  chased  bronze.  H.  18A  (46 -95);  W.  15  (38- 10). 

A  negress  in  profile,  turning  the  whites  of  her  eyes  to  the  spectator,  is 
seated  on  the  curved  top  of  the  clock  case.  A  huntress,  she  carries  a  bow  in 
her  left  hand  and  an  arrow-head  in  her  right,  with  a  quiver  of  arrow-shafts 
slung  over  her  left  shoulder  by  a  band  which  passes  between  her  breasts. 
She  is  unclad  except  for  a  brief  skirt  of  gilt-bronze  feathers  bound  by  a 
broad  belt.  Between  her  feet,  which  are  shod  in  a  form  of  footwear  half- 
way between  buskins  and  sandals,  is  a  tortoise,  and  behind  her  a  panther 
who  looks  up  with  devotion  at  his  mistress. 

All  these  details,  like  the  neckband,  bracelets  and  the  armlet  on  her  right 
arm,  are  in  gilt  and  chased  bronze  which  contrast  effectively  with  the  nearly 
naked,  nearly  black,  body  of  the  huntress. 

The  group  is  supported  on  a  double-tier  base  in  dark-bronze  decor- 
ated with  a  surround  of  beads  and  applique  festoons,  and  with  a  frieze 
of  children  engaged  in  sports,  all  in  gilt  and  chased  bronze.  The  base 
rests  on  six  gilt  and  chased  bronze  feet. 

This  clock  is  listed  in  the  1814  inventory  as  'Une  pendule  figure  de 
Negresse  en  bronze'  and  as  being  in  the  bedroom  (i.e.  the  bedroom  where 
Pauline  Borghese  actually  slept)  next  to  the  State  bedroom  (now  the 
salon  vert). 

This  type  of  clock,  known  as  A  la  negresse,  was  popular  during  the  periods 
of  the  Directory  (1794-1799)  and  of  the  Consulate  and  early  Empire  (1799- 
1807).  Tardy,  illustrating  a  clock  identical  in  all  except  small  details  (e.g. 
sandals  instead  of  buskins,  the  right  hand  holding  not  an  arrow-head  but  a 
chain  attached  to  the  panther's  neck),  groups  it  with  other  'negro'  clocks 
as  belonging  to  the  period  of  the  Directory.  (Tardy  pp.  172, 173.) 

Tardy  rightly  points  out  that  Bernadin  de  Saint  Pierre's  novel  'Paul  et 
Virginie'  (published  in  1787)  started  a  vogue  for  negro  subjects.  But  the 
negro  was  a  familiar  figure  in  the  Empire  as  well.  (Napoleon  brought  back 
a  negro  attendant  from  Egypt  and  Pauline  Borghese  also  had  one.  Both 
were  familiar  figures  under  the  Empire.) 

The  same  clock  is  to  be  found  in  Salle  74  of  the  Musee  des  Arts  Decora- 
tifs  in  Paris.  It  is  dated  by  the  Museum  1805.  Dubuc  le  jeune  was  active 
between  1807  and  1812. 

The  clock  strikes  the  hour  and  half-hour. 
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reassert  themselves.  It  is  indeed  true,  as  Juliette  Niclausse  says,  that 
the  French  Revolution  changed  nothing  in  the  organic  evolution 
of  French  art.  The  great  late  eighteenth-century  engravers,  like 
Thomire  (1751-1843)  who  was  active  from  the  beginning  of  the 
reign  of  Louis  XVI  until  near  the  end  of  the  reign  of  Louis 
Philippe,  naturally  maintained,  undisturbed  by  social  and  political 
upheavals,  the  high  standards  of  workmanship  they  had  acquired 
under  the  ancien  regime.  There  was  no  abrupt  break  between  the 
Louis  XVI  tradition  and  the  new  vogue  of  the  Consulate  and 
Empire.  Conservative  artists  like  Thomire  remained  faithful  to 
the  eighteenth-century  conceptions  of  their  formative  years. 
There  is  thus  a  strong  tradition  of  the  late  eighteenth  century  in  all 
work  of  the  Consulate  and  First  Empire. 

Despite  this  underlying  continuity  with  Louis  XVI,  the  style 
and  taste  of  the  Consulate  and  Empire  were  profoundly  affected 
not  only  by  the  Revolution  but  also  by  the  upsurge  in  the  French 
nation  under  the  dominating  personality  of  Napoleon.  There 
was  an  urge  to  be  modern,  to  devise  new  formulas,  and  to  find 
them  in  the  exploits  of  the  new  France.  The  adventures  of  Napo- 
leon in  the  Orient  suggested  new  subjects.  The  character  of  the 
Imperial  Court,  with  its  taste  for  Roman  and  more  particularly 
Pompeian  styles,  set  the  general-  tone.  Nascent  industrialisation 
provided  new  techniques.  The  resultant  Empire  style  was  the 
last  great  French  style  before  the  decadence  which  set  in  with 
general  industrialisation  in  the  2nd  third  of  the  nineteenth 
century. 

Napoleon  himself  personally  encouraged  a  revival  of  the  fine 
arts.  He  wanted  to  replenish  the  Royal  residences  depleted  by  the 
depredations  of  the  Revolution,  to  invest  his  palaces  with  magni- 
ficence for  the  prestige  of  the  dynasty,  and  to  maintain  a  tradi- 
tional French  industry.  The  marriage  of  Napoleon,  after  his 
divorce  from  Josephine,  to  the  Austrian  Archduchess,  Marie 
Louise,  led,  in  1 809,  to  an  outburst  of  productivity  by  the  Parisian 
fondeitrs-ciselenrs-doreurs,  who  could  hardly  meet  the  demands  for 
ornaments  to  refurnish  the  Royal  Palaces  and  supply  the  numer- 
ous fetes  and  functions  to  which  the  Imperial  marriage  gave  rise. 
Napoleon  from  the  beginning  of  the  Empire  gave  a  regular 
subsidy  to  the  industry,  apart  from  what  he  paid  personally  for 
the  purchase  of  ornaments,  and  after  181 1  increased  the  subsidy 
by  five  times. 

The  aesthetics  of  the  mantel  clock  during  the  eighteenth 
century  and  the  Empire  were  governed  by  the  problem  of  how 
to  produce  an  object  which  plainly  indicated  the  time  and  was  at 
once  a  work  of  art.  The  basic  solution  was  to  surround  a  bold 
circular  clock  dial  with  decorative  elements  in  plastic  or  abstract 
form.  So  long  as  the  emphasis  was  on  the  time-telling  function 
the  decorative  composition  tended  to  be  merely  an  embellish- 
ment, an  adjunct  to  the  clock  itself.  With  the  challenge  to  the 
skill  and  imagination  of  the  artist-engraver  the  functional  aspect 
became  increasingly  subordinate. 

Well  before  the  First  Empire  we  find  the  round  clock-face 
diminished  in  size  out  of  its  natural  proportion  to  the  composi- 
tion as  a  whole,  made  to  seem  part  of  the  composition  (for 
example,  as  a  circular  design  on  a  piece  of  tapestry  or  as  the  wheel 
of  a  chariot),  or  abandoned  altogether  in  favour  of  a  revolving 
sphere  (as  in  No.  2,  where  the  sphere  is  the  World).  As  this  trend 
developed  the  clock-face  was  sometimes  reduced  to  the  form  of 
an  absurdly  small  aperture  behind  which  the  time  was  indicated 
on  narrow  revolving  dials.  The  aperture  itself  was  made  to 
represent  a  point  of  attraction  on  some  part  of  the  composition 
such  as  a  plinth  or  column,  and  to  serve  the  artist's  purpose  as  a 
feature  from  which  drapery  could  be  drawn  aside  or,  as  in  the 
clock  illustrated  in  No.  3,  to  which  a  finger  could  be  pointed. 

This  diminution  of  the  functional  side  can  be  considered  a  sign 


of  decadence  or  a  commendable  piece  of  artistry  according  > 
one's  sympathy  with  the  clock-maker  or  the  engraver.  The  mak 
satisfactory  compositions  remain  those  in  which  a  harmoniol 
balance  is  maintained  between  the  artistic  and  the  functional  sidli 

So  far  as  Pauline  Borghese  was  concerned,  by  tcmperamejj 
and  position  she  was  disposed  to  follow  the  stylistic  trends  of  til 
Imperial  Court.  She  was  affluent,  for  the  first  time  in  her  haphaB 
ard  life,  when  Napoleon  in  1 809  made  really  generous  arrangB 
ments  for  her  financial  situation.  He  also  gave  her  the  Chateaul 
Neuilly  which  Murat  had  ceded  to  the  French  State  on  becomiil 
king  of  Naples.  She  was  thus  able  to  draw  on  the  magnificel 
ornaments  in  the  latest  style  of  the  Empire  with  which  MuiB 
and  his  wife  (her  younger  sister)  had  filled  the  Chateau.  It  I 
reasonable  to  assume  that  the  best  of  the  Empire  clocks  and  othB 
ornaments  in  the  Paris  house  were  acquired  by  Pauline  Bonapari 
between  1809  and  181 3.  by  when  she  sensed  the  impendin 
collapse  of  the  Empire  and  was  transferring  abroad  or  scllirj 
rather  than  acquiring  possessions. 

Her  personal  preferences  can  be  judged  from  the  rooms  wheB 
she  placed  the  clocks:  according  to  the  1814  inventory  the  tvM 
rooms  which  she  most  used  contained  the  'Negress'  cloq< 
(No.  7),  which  was  in  her  bedroom,  and  the  'Theseus  an 
Hippolytus'  clock  (No.  6),  which  was  in  the  adjoining  roofl 
where  she  saw  her  close  friends  and  held  her  morning  levee. 

Measurements  (height  and  width)  in  the  captions  to  this  article  arc  given  in  inch) 
and,  in  brackets,  by  centimetres. 
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8.  Opposite  left.  'Arcade'  clock,  in  small  1st  floor  dining  room.  Mauri 
Clock.  Directorv-Empire,  about  1800.  The  dial  is  inscribed  <i  Paris.  H.  18 
(46  95);  W.  9  (22-85). 

Of  bronze  chased  and  gilt  consisting  of  a  semi-circular  arch  on  eithe 
side  of  which  is  seated  a  delicately  chiselled  winged  arabesque  femal 
figure  from  which  the  drapery  falls  away  to  below  the  waist.  On  the! 
winged  shoulders  this  pair  of  figures  supports  the  open-work  circula 
frame  which  encloses  the  clock  dial.  The  latter  is  surmounted  by  a  pair  cj 
doves  standing  in  a  thicket  of  leaves  and  berries  in  the  form  of  a  decoratio 
which  follows  the  contours  of  the  clock  dial.  Below  the  dial  is  a  panel  01 
crossed  flambeaux  in  relief. 

Supported  on  a  black  marble  plinth  the  front  of  which  is  lined  by  a  gil 
and  chased  plaque. 

This  clock  is  the  'Pendule  formant  Arcade'  listed  in  the  1814  inventorj 
as  in  the  Library. 

This  kind  of  relatively  simple  clock  was  a  reaction  to  the  elaboration 
and  fantasies  of  the  closing  years  of  the  Louis  XVI  period  and  corresponde* 
to  the  relatively  severe  canons  of  the  Directory  and  Consular  periods, 
comparable  clock  is  illustrated  by  Tardy  (p.  167).  The  clock  strikes  (faintly1 
the  hour  and  half-hour. 

9.  Opposite  right.  'Urn'  clock,  in  the  Borghese  bedroom  on  the  1st  floor 
Mantel  Clock.  Empire,  1807-1812. 

The  clock  dial  is  inscribed  Dubuc  le Jeune.  H.  14A  (36-80);  W.  s\  (13  95). 

Of  bronze,  with  decorations  in  gilt  and  chased  bronze. 

A  pseudo-classical  vase  ornamented  at  the  top  sides  with  cones,  with  . 
flambeau  on  the  lid  and  an  applique  classical  design  at  the  base,  standing  01 
a  square  plinth  lightly  decorated  in  gilt-bronze  and  resting  on  four  bal 
feet. 

This  restrained  type  of  composition,  ideal  as  a  simple  framework  for  < 
mantel  clock,  was  popular  during  the  Empire  as  a  change  from  classica 
figures,  oriental  beasts  and  conversation  pieces. 

This  clock  was  described  in  the  1814  inventory  as  'Une  pendule  bronze< 
formant  un  vase'  and  was  listed  among  the  contents  of  a  bedroom  suite  (No 
2  and  3)  on  the  2nd  floor.  Among  the  ornaments  acquired  from  Pauline 
Borghese  there  is  also  a  pair  of  small  Empire  candelabra  in  bronze  verjl 
similar  in  conception,  consisting  of  a  classical  vase  supporting  four  branches 
for  candles  and  standing  on  a  plinth  decorated  by  classical  designs  in  gilt 
and  chased  bronze. 

The  urn  clock  is  among  the  six  chosen  by  Tardy  to  exemplify  the  typicat 
styles  of  the  Empire  clock  (Tardy,  p.  178). 

The  clock  strikes  (faintly)  the  hour  and  half-hour. 
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1.  Left.  A  prancing  Horse,  by  George  Stubbs,  A.R.A.  (1724-1806).  Red  chalk,  8|  x  9\  inches. 

2.  Right. The  Industrious  Apprentice  married  and  furnishing  his  House,  by  William  Hogarth  (1697-1764).  Brown  ink  and  grey  wash,      x  nf  inches. 


Drawings  from  t 
Collection 

TO  coincide  with  the  Burlington  House  showing  of  paintings 
from  their  collection,  Mr.  and  Mrs.  Paul  Mellon  have  lent  a 
selection  of  some  eighty  of  their  English  drawings  for  an  exhibi- 
tion in  the  galleries  of  Messrs.  P.  &  D.  Colnaghi  (14  Old  Bond 
Street),  which  will  enable  Londoners  to  form  an  impression  of 
this  aspect  of  the  Mellon  Collection  also.  It  is  a  scintillating  group, 
in  which  many  of  the  great  names  of  English  draughtsmanship 
are  magnificently  represented,  and  yet  it  is  only  a  token  selection 
of  the  great  wealth  of  drawings  in  the  collection.  Some  further 
idea  of  this  can  be  gained  from  the  catalogue  of  the  hundred 
drawings  and  watcrcolours  which  were  shown  at  the  National 
Gallery  in  Washington  in  1962,  and  the  nearly  two  hundred  that 
were  included  in  the  exhibition  of  the  Mellon  Collection  at  the 
Virginia  Museum  of  Fine  Arts,  Richmond,  in  1963. 

Among  the  earliest  drawings  is  the  well-known  Hare  Hunting 
by  Francis  Barlow.  This  was  formerly  in  the  L.  G.  Duke  Collec- 
tion, a  selection  from  which,  together  with  a  group  from  the  late 
Martin  Hardie's  collection,  formed  the  nucleus  of  Mr.  and  Mrs. 
Mellon's  collection  of  drawings;  a  nucleus  to  which  much  has 
been  added  since.  Another  outstanding  animal  drawing  is  the 
wonderfully  sensitive  red  chalk  study,  A  prancing  Horse,  by 
George  Stubbs  (No.  1).  The  small  watcrcolour  drawing  of  a  tiger 
by  Thomas  Stothard  is  most  effective,  and  the  proud  Eagle  of 
James  Ward  is  another  tour  deforce  in  the  drawings  of  animals. 
The  nervous  and  rapid  draughtsmanship  of  William  Hogarth 


Paul  Mellon 


LUKE  HERRMANr 


is  seen  in  The  Industrious  Apprentice  married  and  furnishing  hi 
House  (No.  2).  English  life  and  manners  are  also  illustrated  ii 
several  drawings  by  Thomas  Rowlandson,  including  the  ven 
detailed  Funeral  Procession,  which  shows  a  scene  in  the  park  of ; 
house  on  the  river  near  London,  and  the  amusing  The  Connois- 
seurs. Another  drawing  full  of  detail  is  the  Skating  Scene  by  J.  C 
Ibbctson.  The  atmosphere  of  a  later  generation  is  strongly  reflect- 
ed in  Joshua  Cristall's  watercolour,  A  Girl  pcelino  Vegetable. 
(No.  3).  ] 

Landscape  drawings  predominate  in  this  selection  from  the 
Mellon  Collection.  Castle  in  a  Landscape  is  an  excellent  example 
of  Alexander  Cozens's  bold  pen  and  ink  drawings,  while  the 
fluid  watercolours  of  his  son,  John  Robert  Cozens,  include  the 
Lake  Nenii  (No.  4)  illustrated  here.  One  of  the  artists  in  Italy  with 
J.  R.  Cozens  was  William  Pars,  whose  Temple  of  Venus,  Rome 
(No.  5)  is  typical  of  that  artist's  Italian  watercolours.  An  Italian 
scene  is  again  depicted  in  the  delicate  black  chalk  drawing  of  an 
aquaduct  by  Richard  Wilson. 

While  Cozens,  Pars  and  Wilson  were  gaining  inspiration  in 
Italy,  the  Sandby  brothers  continued  to  draw  the  scenery  of 
England.  Whitehall  with  Holbein's  Gateway  and  the  Banqueting 
House  (No.  6)  convincingly  illustrates  Thomas  Sandby's  accurate 
draughtsmanship,  and  in  The  Garden  of  Thomas  Sandby's  House  at; 
Englcfield  Green  Paul  Sandby  is  likewise  seen  at  his  best.  Another 
English  artist  who  never  visited  the  continent  was  Thomas 

(continued  on  page  14) 
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4.  Above.  Lake  Nemi,  by  John  Robert  Cozens  (1752- 
1797)-  Watercolours,  8j      1 1|  inches. 

5.  Left.  The  Temple  of  Venus,  Rome,  by  William 
Pars,  A.R.A.  (1742-1782).  Pen  and  ink  and  water- 
colours,  II J      16  inches. 

6.  Opposite  top.  Whitehall  with  Holbein's  Gateway 
and  the  Banqueting  House,  by  Thomas  Sandby, 
R.A.  (1721-1798).  Pen  and  ink  and  watercolours, 
15^  x  23]  inches. 

7.  Below  left.  Country  Path  with  Gipsies  resting,  by 
Thomas  Gainsborough,  R.A.  (1727-1788).  Water- 
colours  with  body-colour,  11J      9i  inches. 

8.  Below  right.  Trees  in  a  Meadow,  by  John  Constable, 
R.A.  (1776-1837).  Watercolours,  ni     9J  inches. 
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9.  Mount  Siabod  from  Tyn-y-Coed,  by  Samuel  Palmer  (1805-1881).  Water- 
colours  and  body-colour,  14J  x  18J  inches. 


Gainsborough,  by  whom  there  is  a  group  of  outstanding  draw 
ings.  Wonderful  observation  and  confidence  are  displayed  ii 
Boulder  iu  a  Stream  at  the  Foot  of  a  Tree,  while  the  more  delicat. 
Country  Path  with  Gipsies  resting  (No.  7)  is  a  composition  ol 
great  charm. 

Later  developments  in  landscape  drawing  are  equally  we! 
represented.  The  watercolours  by  ].  M.W.  Turner  range  in  dat 
from  the  fairly  early  Forest  Road  to  the  very  fluent  A  Yorkshir 
River,  and  include  the  fine  Yarmouth  Sands  of  about  1830.  OA 
Sarum  in  a  Storm  and  Trees  iu  a  Meadow  (No.  8)  show  Constable' 
mastery  of  watercolours,  while  his  colourful  Rainbow  provides ; 
fascinating  comparison  with  the  two  small  cloud  studies  by 
Bonington.  Bonington's  master,  F.  L.  T.  Francia,  is  representee 
by  two  of  his  rather  dry  watercolours,  one  of  which,  Mousehoh 
Heath,is  inscribed  on  the  verso,  'Done  for  his  friend  Win.  Pierson 
as  a  small  return  for  his  /  imitations  of  Kobell's  etchings  /  b\ 
L.  Francia  1808'. 

The  panoramic  view  of  Lake  Windermere  is  a  notable  exam- 
ple of  the  work  of  Francis  Townc,  while  J.  S.  Cotman's  contri- 
bution to  the  development  of  the  English  watercolour  tradition  i: 
seen  in  one  of  his  most  successful  Normandy  drawings,  Doni  front 
from  the  South-East.  The  Foss  Dyke,  near  Lincoln  shows  Peter  dt 
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hint's  masterly  rendering  of  the  flat  landscape  of  East  Anglia, 

vhich  is  also  the  subject  of  the  colourful  little  watercolour,  View 

>ver  the  Fens,  by  John  Linncll. 
A  particular  high-light  among  the  drawings  in  the  Mellon 

Collection  is  the  group  by  Lmncll's  son-in-law,  Samuel  Palmer. 

This  includes  such  well-known  works  as  Valley  with  winding 
I  Stream,  Barn  with  a  Mossy  Roof  and  The  Valley  of  Vision:  Sepham 

Baron,  all  of  which  date  from  Palmer's  coveted  Shoreham  period. 
|  Slightly  later  is  the  gently  coloured  Welsh  landscape,  Mount 
j  Siabod  from  Tyu-y-Coed  (No.  9),  formerly  in  the  Martin  Hardie 

Collection.  William  Blake's  startling  composition,  Tlie  wise  and 

'oolish  Viroins.serves  as  a  reminder  of  that  artist's  strong-  influence 

on  Palmer. 

The  masterly  draughtsmanship  of  James  Ward  has  been  some- 
■vhat  neglected  in  the  past,  and  it  is  good  to  see  a  number  of 
drawings  by  him  in  this  exhibition.  His  watercolour  of  an  eagle 
has  already  been  referred  to.  The  chalk  and  wash  drawing 
Mountains  and  Clouds  is  a  wonderful  rendering  of  a  stormy  day, 
while  Windsor  Park  Paling  (No.  10)  shows  the  artist's  keen  eye 
for  detail  in  landscape — the  sort  of  detail  that  Rubens,  who  so 

Strongly  influenced  James  Ward,  might  also  have  observed  and      I0.  Windsor  Park  Paling,  by  James  Ward,  R.A.  (1769-1859).  Black  chalk, 

recorded.  I2f  x  10J  inches. 
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Gericault  the  great  unknown? 

NEVILE  WALLIS 


THE  generally  uncritical  welcome  given  to  the  scratch 
collection  of  Eugene  Delacroix  at  the  last  Edinburgh  Festival 
w  as  a  saddening  instance  of  the  decline  of  newspaper  art  report- 
ing. No  one,  I  suppose,  would  expect  the  typical  art  forms  and 
coloured  light  images  of  the  'sixties  to  encourage  a  very  exalted 
standard  of  art  criticism.  Even  so,  no  attentive  reader  of  the 
public  prints  can  have  failed  to  notice  the  flippant  tone  and  snap- 
judgements  which  have  crept  in  of  late  to  insult  the  intelligence 
of  students  of  art.  Indeed,  with  one  or  two  experienced  and 
honourable  exceptions  in  Grub  Street,  responsible  criticism  is  en- 
trenched now  in  the  few  art  magazines  and  weekly  journals  of 
opinion  too  cultivated  to  appeal  to  mass  readerships.  In  the 
attempt  to  popularise  art,  the  snappy  exhibition  guides  for  the 
breakfast  table  merely  represent -so  many  exhibitions  guyed. 

Any  smart  gossip,  it  seems,  with  a  shelf  of  handy  books  is 
ready  to  meet  the  need  of  a  newspaper  supplement  to  over- 
simplify the  aims  and  inflate  the  reputation  of  an  artist  who  may 
be  imagined  to  startle  the  suburbs.  The  approach  to  art  features 
has  become  debased  through  the  intensifying  commercial  struggle 
in  Fleet  Street.  The  boom  in  modern  art  and  its  attraction  to 
advertising  have,  in  fact,  so  falsified  values  that  any  currently 
notorious  or  photogenic  claims  will  count  far  more  than  the 
aesthetic  worth  of  the  achievement.  Small  wonder  that  such 
pressures  may  work  insidiously  on  a  journalist's  habits  of  mind. 
Forewarned  of  any  event,  his  process  of  thought  will  tend  to  be 
a  priori.  Thus  Delacroix  is  famous  as  the  leading  painter  of  the 
Romantic  Movement  in  France,  and  the  Edinburgh  Festival  as  an 
established  international  event.  Speeding  through  the  rain  to  the 
Scottish  Academy's  portico  in  Princes  Street,  a  tyro  could  be 
depended  upon  to  produce  the  sort  of  flapdoodle  as  predictable 
to  his  office  as  to  his  readers. 

As  it  turned  out,  however,  things  went  very  amiss  with  that 
Delacroix  exhibition.  Deprived  of  the  grandiose  machines  ex- 
pected— which  forced  Mr.  Douglas  Cooper's  early  withdrawal 
from  the  enterprise — Dr.  Lee  Johnson  hurriedly  sought  instead 
many  smaller  easel  paintings  which  had  comprehensibly  been 
excluded  from  the  Delacroix  centennial  celebrations  previously 
held  abroad.  True,  this  remnant  collection  was  supported  by  a 
few  heroic  compositions  on  a  more  generous  scale.  But  the 
weaknesses  of  the  voluptuous  charades  cannot  be  ignored.  Dela- 
croix's pictures,  as  Roger  Fry  observed,  are  'coloured'  rather 
than  great  orchestrations  of  colour.  Rarely  does  the  insistent 
rhythm  of  Rubens  survive  in  the  chancy  compositions  of  the 
Romantic  follower  whose  imaginative  excitement  tends  to  out- 
pace his  equipment.  The  shortcomings  of  any  eagerly  expected 
offering  at  the  Edinburgh  Festival  may  well  be  played  down  in 
the  optimistic  atmosphere  it  engenders.  But  removed  from  the 
traditional  panache  of  the  Scottish  Academy  and  inspected  in  a 
few  sparsely  attended  galleries  of  Burlington  House,  where  the 
Delacroix  exhibition  expired  last  November,  only  one  con- 
clusion could  be  drawn.  When  all  the  artist's  public  work  in 
Paris  is  taken  into  account,  the  same  conclusion  is  reached  with- 
out enthusiasm.  Delacroix  was  surely  a  great  figure  in  his  Move- 
ment much  rather  than  a  great  painter. 

In  his  impassioned  literary  nature,  Delacroix  impressed  himself 
upon  his  age  as  no  one  else  except  Victor  Hugo.  For  painterly 


authority,  however,  the  superiority  of  the  short-lived  Gerica-: 
seems  to  me  beyond  question.  Whenever  Delacroix's  emotion; 
controlled  in  his  subject-pictures  by  a  feeling  for  breadth  ai. 
structural  solidity,  the  splendid  restraint  of  Poussin  or  of  Ge? 
cault  is  soundly  behind  him.  Yet,  for  some  extraordina, 
reason,  no  honour  has  been  paid  to  Gericault  in  England  in  of 
time  apart  from  one  little  collection  of  oil  studies  and  drawinj 
assembled  at  the  Marlborough  Gallery  in  1952,  which  arousi 
far  more  curiositv  than  it  could  possibly  satisfy.  Nor  is  tl 
neglect  due  to  any  great  scarcity  of  his  work,  tragically  br! 
though  Gcricault's  career  was  from  his  first  Salon  exhibit 
1812  to  his  death  following  a  riding  accident  in  1824.  As  mai 
as  317  of  Gcricault's  paintings,  drawings,  and  etchings  were  in  fa1 
shown  in  the  Paris  Centenary  Exhibition  of  1924  at  the  Galen 
Jean  Charpcntier.  Ignorance  descended  again  even  in  Par 
where  an  exhibition  of  the  master's  sketches  in  1950  was  ej 
titled  Gericault,  cet  Inconnu.  Need  one  be  surprised,  then,  thu 
Delacroix's  debt  to  this  most  commanding  artist  received  virt 
ally  no  attention  in  the  British  press  last  Autumn? 

In  Gcricault's  life,  as  in  his  art,  one  is  struck  by  the  oppositioi 
Bred  a  classicist,  he  became  the  father  of  French  romanticisi 
Lingering  though  his  influence  was,  he  died  at  the  age  of  thirt 
three.  Virile  and  enamoured  of  the  life  of  action,  he  was  co 
tinually  obsessed  by  ideas  of  disease,  insanity  and  death.  Elegar 
personable,  mixing  easily  in  society,  he  turned  to  jockeys  £ 
company,  and  to  stables  and  barracks  for  his  themes.  In  1 
grand  style,  Gcricault's  romantic  fervour  was  more  controls 
than  Delacroix's  and  allied  always  to  an  absolutely  certain  gra 
of  form.  His  technical  innovations  are  important.  He  abandon! 
the  use  of  detailed  preparatory  drawings  and  squared-up  studi< 
painting  directly  on  to  the  final  canvas  from  models  pos< 
according  to  a  painted  sketch.  A  pilot  for  painting  in  his  er 
Gericault  entered  the  atelier  of  Pierre  Guerin,  himself  a  painter  < 
David's  school.  It  was  to  this  teacher's  exacting  methods  that  tl 
student  owed  the  foundation  of  his  grand  style,  and  111  the  Louv 
that  he  assimilated  the  energy  and  flowing  rhythm  of  Ruben 
During  the  next  few  years  his  most  significant  paintings  we 
works  of  dramatised  realism.  The  Officier  dc  Chasseurs  a  Cliev 
and  the  Cuirassier  Blesse,  both  based  on  sketches  from  lif 
attracted  immediate  attention  in  the  Salon  for  their  contcmporai 
interest  and  denial  of  Classical  convention.  In  the  spring  of  181 
he  sailed  for  Italy  to  begin  the  greatest  phase  of  his  career. 
Rome  he  "trembled'  before  Michelangelo;  and  here,  within 
brief  year,  he  achieved  his  synthesis.  Thus  in  a  painting  of  slav 
holding  a  horse,  the  Baroque  energy  of  Rubens  is  reconcile 
with  a  studied  and  monumented  grandeur  that  recalls  Poussii 
The  rich  matiere  of  his  paint  has  only  to  be  compared  with  th 
arid  areas  in  Madame  Recamier,  tor  instance,  to  sec  Gericault 
complete  rejection  of  Davidian  ascctism.  At  the  same  time  h 
made  many  studies  for  his  uncompleted  Course  des  Chevau 
Librcs,  his  drawings  of  the  period  all  showing  his  concern  t 
make  the  accidents  of  momentary  gestures  conform  to  the  re 
quirements  of  a  sustained  rhythmic  design  and  clear-cut  sil 
houette. 

Returning  to  Paris,  he  exhibited  at  the  Salon  of  18 19  his  grea 
masterpiece,  the  Radeau  de  la  Medusc,  wherein  his  study  of  Michel 
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lgelo  was  brought  to  the  drama  of  a  recent  naval  disaster  which 
ized  his  imagination,  and  induced  him  to  spend  months  in 
Electing  material.  The  novel  methods  employed  in  this  work  of 
lightened  realism,  which  were  to  excite  the  young  generation, 
ere  greeted  at  first  with  nothing  but  abuse.  Gericault' s  giant 
invas  was,  of  course,  the  principal  influence  on  Delacroix's 
nque  de  Dante,  his  first  Salon  exhibit  produced  three  years  later 
ith  a  lurid  effect  which  wants  the  nobler  qualities  of  its  ex- 
nplar. 

Discouraged  by  his  reception  in  Paris,  Gericault  came  to 
ngland  taking  with  him  the  Mediae  (now  in  the  Louvre)  and 
>me  brilliant  paintings  and  drawings  of  horses.  During  this  two 
;ar  stay  from  1820,  he  held  a  successful  London  exhibition  of 
is  work,  painted  the  Derby,  and  made  many  lithographs.  The 
esigns  and  schemes  for  large  compositions  with  which  he  rc- 
irned  to  Paris  were  never  realised,  for  early  in  1824  he  died. 
Jevertheless,  in  his  last  years  he  had  painted  ten  portraits  of 
isane  patients  of  the  Salpetriere  hospital.  The  five  surviving 
aintings  of  these  victims  of  obsessions  show  an  insight  that  is 
oth  masterly  and  profoundly  disquieting.  In  none  of  these  is 
.issue  abnormality  more  hauntingly  portrayed  than  in  his 
lonoinanie  de  Fenvie  in  The  Lyon  Museum,  which  foreshadows 
ic  plastic  breadth  and  deep  compassion  of  Cezanne's  old  woman 
1  the  National  Gallery.  So  one  takes  leave  of  a  French  master  in 
>  hom  passion  was  superbly  controlled ;  the  passion  of  an  artist 
cstined  to  leave  a  life's  work,  great  indeed,  if  fragmentary;  and 
waiting  the  honour  in  our  day  which  is  its  due. 


Gericault.  Tiger  Lying  °"  the  edge  of  a  stream,  after  a  painting  by  Stubbs, 
21J  x  283  inches. 


Forty-five  experts -on  Firearms 


IN  no  field  of  collecting  has  the  phenomenal  rise  in  prices  of 
the  last  few  years  been  more  marked  than  that  of  antique  fire- 
arms. Wheel-locks,  that  during  and  shortly  after  the  War  could 
have  been  bought  for  as  little  as  ^30  or  ^40,  arc  now  being  sold 
at  figures  ranging  into  the  thousands,  while  even  Oriental  and 
Balkan  firearms,  once  barely  regarded  at  all  by  serious  collectors, 
are  beginning  to  creep  up  into  the  hundreds.  One  consequence  of 
this  trend  has  been  a  proliferation  of  books  on  firearms,  and  the 
collector  now  has  at  his  disposal  a  wide  range  of  general  histories 
and  a  rather  smaller  number  of  works  on  special  aspects  of  the 
subject.  The  general  histories  vary  very  considerably  in  quality, 
and  even  the  best  of  them  cither  fail  to  cover  the  whole  field  or, 
when  they  do,  give  fuller  treatment  to  the  period  before  or  after 
the  development  of  percussion  firearms,  according  to  the  author's 
personal  predilections.  Indeed,  the  appeal  of  the  individually- 
made  and  decorative  weapons  of  the  pre-percussion  era  is  so 
different  from  that  of  the  purely  utilitarian  mass-produced  ones 
that  took  their  place  during  the  second  quarter  of  the  nineteenth 
century  that  there  are  probably  few  individuals  capable  of 
writing  about  both  with  equal  facility.  The  Encyclopedia  of 
Firearms  *  which  is  the  first  work  of  its  kind  to  be  published  in 
this  field,  admirably  solves  this  problem  by  apportioning  the 
text  among  forty-five  authors,  most  of  whom  are  distinguished 
authorities  on  some  aspect  or  other  of  the  history  of  firearms. 
The  team  has  worked  under  the  editorship  of  Mr.  Harold  L. 
Peterson  who,  as  well  as  contributing  to  the  text  himself,  has 
been  responsible  for  selecting  the  headings  of  the  various  articles 
and  for  ensuring  uniformity  of  treatment  throughout. 

The  book  is  intended  primarily  for  collectors  of  small-arms, 
and  it  therefore  includes  only  incidental  references  to  artillery  and 
to  completely  modern  weapons.  Its  scope  is  otherwise  extremely 
wide  and  covers,  in  some  two  hundred  and  thirty-six  articles, 
the  whole  field  of  firearms  history,  both  in  the  West  and  in  the 
East,  from  the  first  recorded  appearances  of  gunpowder  in  the 
thirteenth  century  to  the  development  of  automatic  arms  in  the 
nineteenth  and  twentieth.  The  value  of  the  book,  however,  does 
not  lie  in  its  treatment  of  the  broad  lines  of  historical  evolution, 
though  this  is  adequate  enough,  but  in  the  fact  that  it  provides 
concise  accounts  of  special  aspects  of  the  subject  in  a  readily 
accessible  form.  Some  of  these,  like  Pigeon  Gun,  Sights,  Fakes  and 
Forgeries,  and  Flare  Pistol,  have  probably  never  been  treated 
separately  in  print  before.  Others,  such  as  those  dealing  with 
various  centres  of  manufacture,  Decoration,  Proof  Marks  and 
Gunsmith,  contain  material  that  can  be  found  elsewhere  only  by 
consulting  several  other  books.  It  is,  incidentally,  to  Mr.  Peterson's 
great  credit  that  he  has  eased  the  path  of  the  reader  who  wishes 
to  delve  more  deeply  into  a  particular  subject  by  ensuring  that, 
where  possible,  contributors  have  appended  a  short  bibliography 
to  their  articles. 

The  two  major  questions  facing  the  editor  of  a  work  of  this 
kind,  apart  from  finding  Ins  contributors,  are  those  of  selecting 


his  headings  and  of  deciding  how  much  space  shall  be  allotted  » 
each.  On  his  assessment  of  these  problems,  made  before  a  word4U 
the  text  has  been  written,  the  whole  content  and  balance  of  tH 
book  depends.  Mr.  Peterson  has  carried  out  this  part  of  his  wom 
with  very  great  success ;  though,  inevitably,  one  can  find  pointa . 
of  disagreement.  For  example:  in  the  separate  treatment  of  firB 
arms-inventors  and  their  inventions  that  produces  duplication  J 
adjacent  articles;  and  in  the  omission  of  entries  for  those  tw* 
major  gun-making  centres,  Liege  and  Suhl.  Most  of  these  pointflj 
however,  are  entirely  a  matter  of  opinion  and  only  the  narrowelir; 
of  specialists  will  deny  that  Mr.  Peterson  has  achieved  as  full  ariT 
as  balanced  a  coverage  of  his  subject  as  is  possible  in  a  single  boom 
of  this  size. 

Of  the  few  errors  of  fact  that  have  crept  into  the  individup 
contributions  to  the  Encyclopedia  only  two  seem  to  meri 
special  mention  here.  The  late  Lewis  Winant,  in  his  artici: 
Percussion  System,  once  more  repeats  the  statement,  first  made  i 
his  book  on  early  percussion  firearms,  that  the  'first  patent  fori! 
copper  cap  was  granted  in  France  to  Prelat,  French  patent  Nc 
900  of  July  29,  181 8'.  As  has  been  pointed  out  on  a  number  cji 
occasions  this  is  quite  incorrect,  for  the  copper  cap  is  nc 
mentioned  in  this  patent  but  in  a  certificat  d' addition  to  it  date 
28th  July,  1820.  The  second  error  is  in  M.  Clement  Bosson 
article  on  Hand  Cannon,  where  he  once  more  raises  the  ghost  c 
Guido  di  Montefcltro's  company  of  gunners  as  proof  that  fire 
arms  were  known  in  Italy  as  early  as  128 1.  But  the  earliest  know 
reference  to  this  company  comes  from  a  work  by  the  sixteenth 
century  historian  Bernardino  Baldi  and  it  has  not  been  give 
serious  credence  for  many  years. 

The  book  is  very  well  produced,  with  excellent  illustration; 
though  one  regrets  that  apparent  lack  of  liaison  between  th 
block-makers  and  the  publishers  has  resulted  in  the  edges  of  som 
of  the  plates  being  clipped.  It  should  be  extremely  useful  to  a 
interested  in  the  history  of  firearms  and  one  hopes  that  the  pub 
lishers  will  soon  be  able  to  produce  an  even  more  valuable  ncv 
and  much  enlarged  edition.  r 

*  The  Encyclopedia  of  Firearms.  Edited  by  Harold  L.Peterson.  (The  Connoisseui 
London,  70/-,  and  E.  P.  Button  and  Company,  Inc.,  New  York.  $10.95.) 


FACING 

Above.  Pair  of  snaphance  pistols  made  by  Matteo  Acqua  Fresca  of  Bargi 
near  Bologne,  probably  for  a  member  of  the  Medici  court.  The  carvel 
ebony  stocks  are  profusely  inlaid  with  floral  scrolls  in  silver  wire.  Italian 

c.  1690.  The  R.  T.  Gwynn  Collection. 

Below  left.  Wheel  lock  carbine,  one  of  the  finest  made  in  the  early  perioc 
of  the  wheel  lock.  Probably  of  South  German  origin,  c.  1540.  From  th< 
collection  of  the  Grand  Duke  of  Baden.  The  W.  Keith  Neal  Collection. 

Below  right.  Wheel  lock  rifle,  ornamented  over  its  whole  surface.  Th( 
carved  stock  is  attributed  to  Peter  Opel  of  Regensburg.  South  German 
early  seventeenth  century. The  Victoria  and  Albert  Museum. 
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Top  left.  Silver-gilt  enamelled  pendant,  set  with  a  verre  eglomise  panel 
depicting  the  Return  of  the  Prodigal  Son.  Perhaps  made  in  France  in  2nd 
half  of  sixteenth  century  by  an  Italian  craftsman.  H.  3  ,;    inches.  W. 
inches. 

Top  right.  Goblet  with  gilded  rim  and  opaque  white  twist  stem  and 
painted  with  a  coat-of-arms  within  a  cartouche  surmounted  by  a  coronet. 
Enamelled  by  William  Beilby  at  Newcastle  and  perhaps  made  in  New- 
castle about  1760-70.  H.  9l  inches. 

Above.  Bowl,  translucent  blue  glass  with  two  wheel  engraved  lines  on 
inside  below  the  rim.  Probably  Hellenistic,  3rd-2nd  centuries  B.C.  Diam. 
(■>[  inches.  H.  y;  inches. 


Ewer,  with  pewter  cover,  made  of  semi-opaque  light-blue 
Spanish  Royal  glasshouse  of  La  Granja  dc  San  Ildefonso  in  the 
of  the  eighteenth  century.  H.  10^  inches. 


glass  at  tl 
second  ha' 


Jug,  of  pale  blue-green  blown  glass.  Roman,  ist-2nd  century  A.D.  2.  Vessel,  of  pale  green  glass  with  wheel  cut  decoration.  Probably  made  in 
io|  inches.  Persia  in  6th-oth  century  A.D.  H.  3f  inches. 

rhe  Pilkington  Museum 

)f  Glass:  2  HUGH  TAIT,  F.S.A. 


rHE  general  survey  of  the  new  Pilkington  Museum  of  Glass 
(Part  I,  December,  1964)  indicated  the  enormous  scope  of 
ie  display  and  how,  within  this  vast  panorama,  the  collection  of 
d  glass,  which  has  been  gathered  together  by  Mr.  Howard 
hillips  to  illustrate  the  history  of  vessel  glass,  sinks  into  perspec- 
ve.  For  this  reason,  the  collection,  though  small,  has  a  very 
>ecial  value. 

Small  enough  to  be  absorbed  by  the  non-specialist  visitor,  the 
Election  will,  nevertheless,  represent  every  significant  phase  of 
evelopment.  At  the  moment,  there  are  gaps,  but  the  marvel  is 
lat  there  are  not  more;  for  Mr.  Howard  Phillips  has  had  only  a 
ear  and  a  half  to  accomplish  the  task.  Nor  is  it  likely  that  with 
ouble  the  time  he  could  have  found  examples  of 'claw-beakers' 
f  the  Dark  Ages  or  French  enamelled  glass  of  the  Renaissance, 
hese  arc  the  kind  of  gaps  that  a  new  museum  may  never  succeed 
1  filling  without  some  external  help  and  remarkable  good  for- 
une.  Some  items  in  the  collection  are  designated  'fillers'  by  Mr. 
'hillips  and  will  be  replaced  by  more  worthy  specimens  as 
'pportunity  permits.  Some  few  pieces  might  in  time  make  room 
or  more  significant  items  so  that,  for  example,  the  story  of  mak- 


ing glass  in  imitation  of  porcelain  could  be  told.  The  ability  to 
grow  and  expand  with  careful  discrimination  is  essential  to  the 
healthy  future  of  such  a  museum  and  could  save  it  from  man}' 
of  the  dangers  that  beset  the  closed,  stagnant  collection. 

As  far  as  space  will  permit  in  this  article  I  have  tried  to  convey 
something  of  the  range,  of  the  quality  and  of  the  special  interest 
of  the  pieces  in  this  collection.  From  the  pre-Roman  section,  I 
have  chosen  only  one  piece  (sec  colour  plate),  but  its  beauty 
eloquently  conveys  the  high  standards  achieved  in  the  Hellenistic 
world,  probably  during  the  3rd  century  B.C.  Unfortunately, 
there  can  be  no  certainty  about  the  exact  date  of  such  a  piece  but 
it  should  be  compared — and  contrasted — with  the  similar  trans- 
parent amber-coloured  bowl  of  the  same  date  in  the  British 
Museum.  An  earlier  date  for  this  blue  bowl  has  been  suggested 
but  at  present  decisive  evidence  is  lacking.  The  major  character- 
istics of  Roman  clear  glass  vessels  could  not  be  demonstrated  more 
effectively  than  by  this  large  jug  (No.  1).  Similar  pieces  have  been 
excavated  in  Britain  (now  preserved  in  the  British  Museum)  and 
in  Pompeii  (now  in  the  Naples  Museum).  In  contrast,  the  tiny 
vessel  (No.  2)  with  bands  of  cut  decoration  is  a  great  rarity,  of 
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» 


3.  Bottle,  of  green  mould  blown  glass.  Made  in  Persia  in  the  twelfth 
century.  H.  71,  inches. 


5.  'Passglas',  decorated  with  four  milled  rings.  German  or  Lower  Rhine- 
land,  late  sixteenth  century.  H.  9;  inches. 


4.  Beaker,  of  yellow-green  glass  with  raised  rectangular  decoration  c 
sides.  Probably  made  in  North- Western  Europe  in  the  late  fifteen 
century.  H.  3;  inches. 


6.  Glass  with  'nipt  diamond  waies';  later  diamond  point  inscription  an' 
date  1559.  Made  in  the  Low  Countries  in  the  mid-sixteenth  century 
H.  5f[inches. 
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Back  of  silver-gilt  pendant  with  verre  eglomise  panel  (see  colour  plate), 
e  translucent  enamel  design  on  the  back  is  in  the  style  of  Jacques- 
drouet  Du  Cerceau  and  Etienne  Delaune  about  1550-80.  H.  3  inches. 
.  2  j|  inches. 

lich  few  comparable  pieces  are  known.  In  its  almost  crude 
nplicity,  this  glass  exemplifies  the  low  level  to  which  the  craft 
glass-making  had  sunk  during  6th  -  9th  centuries  A.D. — even 
Persia.  By  ioth-i2th  centuries  A.D.,  however,  Persian  glass 
oduction  was  once  again  in  the  hands  of  craftsmen  with  some 
tistic  sense  and  skill  (see  colour  plate  in  Part  i,  and  No.  3). 
Mr.  Phillips  has  found  a  great  rarity  to  represent  the  late 
ediaeval  glasses  of  North-Western  Europe,  of  which  we  know 
ore  from  paintings  and  manuscript  illuminations  than  from 
e  occasional  chance  survival.  This  one  is  a  beaker  (No.  4). 
■corated  with  five  raised  rectangles  of  irregular  and  unusually 
rge  form;  later,  in  the  sixteenth-seventeenth  centuries,  more 
ease  and  uniform  versions  of  this  decorative  motif  are  known 
id,  as  I  hope  to  show  in  a  forthcoming  article  in  the  Journal  of 
lass  Studies,  were  created  in  the  Low  Countries,  probably  111  and 
ound  Antwerp.  The  use  of  this  form  of  decoration  on  this 
rimitive  beaker  is  probably  one  of  the  earliest  instances  at 
resent  recorded.  Fragments  of  glass  of  this  primitive,  pitted  and 
riated  type  have  been  found  in  the  Low  Countries  and  in 
ondon  but  an  item  in  perfect  condition  such  as  this  beaker  is, 
ideed,  a  rarity. 

In  Germany,  especially  in  the  Rhineland,  distinctive  forms  were 
'eated  during  the  sixteenth  century  and  one  of  the  most  attrac- 
ve  is  the  so-called  passglas  (No.  5).  Unlike  most  German 
enaissancc  glass,  this  type  is  so  free  of  elaborate  decoration  that 
s  graceful  lines  and  proportions  can  be  fully  appreciated.  To 
'hat  extent  this  type  of  glass  was  made  in  the  Lower  Rhineland 


8.  Wine-glass,  of  soda  metal  with  a  yellow-grey  tint.  Stem  with  two 
masks  of  lions,  festoons  and  flowers.  Low  Countries,  mid-seventeenth 
century.  H.  7]  inches. 

and  the  Low  Countries,  as  well  as  in  Germany,  has  yet  to  be 
established.  Of  undoubted  Low  Countries  origin,  however,  is 
the  delicate  glass  with  nipt  diamond  waxes  (No.  6).  A  diamond- 
point  inscription  on  the  side  of  the  glass,  below  the  three  narrow 
bands  of  gilding,  includes  the  date,  1559.  The  glass  is,  indeed,  of 
mid-sixteenth  century  origin,  an  early  example  of  pinched  work, 
and  a  splendid  representation  of  how  the  Flemish  and  Dutch 
glass-makers  adapted  the  Venetian  styles  and  techniques  to  their 
own  tastes  and  artistic  standards. 

Venetian  Renaissance  glass,  which  was  the  envy  of  Europe,  is 
represented  by  many  well-chosen  and  handsome  specimens,  but 
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9-  Goblet,  of  lead  glass,  with  diamond-point  engraving  representing  a 
deer  hunt  and  an  inscription:  Degesont  heyl  van  de  Heer  van  Yerft.  Made  in 
England,  probably  at  the  Savoy  Glasshouse  about  1685  and  engraved  in 
Holland  in  the  late  seventeenth  century.  H.  6  inches. 


I  have  selected  the  one  that  has,  for  me,  a  controversial  signifi- 
cance. It  is  an  oval,  silver-gilt  pendant — almost  too  large  to  be 
called  a  locket — that  has  a  hinged  cover  set  with  a  verrc  eglomise 
panel  depicting  the  Return  of  the  Prodigal  Son  (see  colour  plate). 
This  type  of  painting  under  glass  is  generally  thought  to  be 
Italian  work,  but  the  design  of  the  translucent  enamelled  silver 
panel  on  the  back  (No.  7)  is  far  more  typical  of  French  taste  in  the 
middle  or  second  half  of  the  sixteenth  century.  The  engraved 
designs  of  Androuet-Jacques  du  Cerceau  and  Etienne  de  Laune 
incorporated  the  same  strange  decorative  motifs  and  are  so  close 
in  style  that  an  Italian  origin  for  the  silver  case  seems  out  of  the 
question.  The  verre  eglomise  panel  is  clearly  original  but  is  unlikely 
to  have  been  made  in  Venice  and  then  exported  to  France  for  in- 
sertion into  the  silver  case.  Since  Italian  painters  of  maiolica  are 
known  to  have  left  Facnza  and  settled  in  Lyons  and  other  French 
towns  in  the  second  half  of  the  sixteenth  century,  where  they 
produced  a  slightly  gallicised  version  of  maiolica,  it  is  not  im- 
probable that  Italian  craftsmen  practising  the  verrc  eglomise  tech- 
nique likewise  worked  in  France  and  produced  objects  of  the 
kind  so  attractively  represented  by  this  pendant. 

Many  a  seventeenth-century  Dutch  oil-painting,  both  still-life 
and  conversation-piece,  depicts  wine-glasses  of  pscudo- Venetian 
form,  and  the  example  in  the  Pilkington  Museum  (No.  8)  is 
typical.  Its  elegant  form  is  matched  by  its  thin,  featherweight 
quality,  which  the  Dutch  achieved  by  using  the  soda-glass  recipe 
of  the  Venetians.  Nevertheless,  the  Dutch  were  quick  to  appreci- 
ate the  heavier  and  more  crystalline  qualities  of  the  lead-glass, 
created  by  the  English  in  the  second  half  of  the  seventeenth  cen- 
tury. This  is  demonstrated  most  convincingly  by  a  fme  English 


10.  Decanter,  of  lead  glass,  with  stopper  and  handle.  Made  in  Engld 
about  1685  in  the  Ravenscroft  manner. 


goblet  (No.  9)  decorated  with  a  deer-hunt  and  a  Dutch  insa> 
tion  in  typical  Dutch  diamond-point  engraving  of  the  1 1 
seventeenth  century.  Another  rare  example  of  the  type  of  le;- 
glass  vessel  made  at  the  Savoy  glass-house  by  Ravenscroft  ii 
decanter  of  slightly  unusual  form  (No.  10). 

At  night  English  lead-glass  lights  up  particularly  well,  putn: 
the  thin,  feathery,  but  rather  horny,  Venetian  soda-glass  to  shan. 
In  the  early  eighteenth  century,  much  of  English  glass  design  vfl 
based  on  the  best  in  English  silver,  which  at  that  time  exhibited 
remarkable  purity  and  a  massive  beauty.  At  the  Pilkingti 
Museum,  a  candlestick  with  separate  pan  and  nozzle  (No.  jj 
expresses  the  perfect  suitability  of  lead-glass  for  a  silver  design  a 
the  reflective  qualities  of  this  crystal-like  glass  enhanced  '/ 
candle-light  made  this  alternative  to  silver  even  more  desirab. 
Towards  the  latter  part  of  the  eighteenth  century  the  Europci 
taste  for  cut  decoration  utilised  to  the  full  the  light-dispcrsi: 
quality  of  English  lead-glass,  and  this  can  be  enjoyed  on  a  mag.- 
ficent  decanter  which  was  made  for  the  Prince  of  Wales  bctwci 
1801-1820  (No.  12). 

Very  little  English  lead-glass  has  enamelled  decoration,  but  ) 
finer  example  could  be  found  than  the  large  armorial  gobt 
(see  colour  plate),  which  was  most  probably  painted  by  Willi;  1 
Beilby  in  Newcastle.  Whether  the  glass,  with  its  fine  opaqi- 
twist  stem,  is  a  product  of  a  Newcastle  glass-house  cannot 
proved  though  it  seems  very  likely. 

Continental  glass  of  the  eighteenth  century  is  not  extensive 
represented  in  this  collection,  but  there  are  many  fine  things  f 
which  I  show  but  one:  a  Spanish  ewer  (sec  colour  plate),  mat 
at  La  Granja  de  San  Ildcfonso,  near  Segovia,  in  the  second  half! 
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.  Candlestick,  of  lead  glass,  with  separate  pan  and  nozzle.  English,  about 
20.  H.  Oj'  inches. 

ie  century.  The  deeply  engraved  and  gilded  floral  spray  is  a 
ature  of  this  Spanish  royal  glass-house,  but  the  light  blue  colour 
f  the  glass  is  most  exceptional  and  much  to  be  admired.  The 
roducts  of  La  Granja  but  rarely  reveal  their  Spanish  origin, 
:cause  so  many  foreign  craftsmen  were  employed  to  run  the 
ictory.  But  in  the  high  neck  and  spout  of  this  ewer  a  strong 
avour  of  the  Spanish  idiom  can  be  detected. 
My  selection  from  this  fine  new  collection  must  include  one  of 
le  nineteenth-century  examples,  and  I  cannot  think  of  any  piece 
lat  better  epitomises  Victorian  taste  than  the  bird  fountain  under 
s  glass  dome  (No.  13).  For  sheer  technical  skill  and  ingenuity, 
lis  'confectionary'  is  a  triumph,  and  of  its  kind,  this  particular 
xample  that  Mr.  Phillips  has  found  could  not  be  bettered.  But 
ecause  this  exhibit  can,  at  the  Pilkington  Museum,  be  seen  in 
elation  to  the  modern  fibre-glass  technique,  its  full  significance 
•id  interest  can  be  appreciated  and  viewed  in  a  less  distorted  and 
'iased  perspective.  This  new  museum,  for  all  its  modern  tech- 
liqucs  of  display,  is  more  akin  to  the  old  eighteenth-century 
miseums  where  Science  and  the  Arts  were  seen  as  the  joint 
land-maidens  of  knowledge. 

ill  monochrome  illustrations  are  reproduced  by  courtesy  of  Mr.  Howard 
°hillips,  colour  Mr.  James  Gardner. 


12.  Decanter,  of  lead  glass,  engraved  with  the  coat-of-arms  borne  by 
George,  Prince  of  Wales  between  1801  and  his  accession  to  the  Throne  in 
1820.  English,  early  nineteenth  century.  H.  8iJ  inches. 


13.  Victorian  fountain  with  birds  in  coloured  glass.  English  mid-nineteenth 
century.  H.  19]  inches. 
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I.Jackson  Pollock.  Moon  Woman  (1942),  oil  on  canvas,  194  •  no  cm. 


2.  Robert  Motherwell.  Surprise  and  Inspiration  (1943),  collage,  102  ■  64  cm 


Art  and  Mrs  Guggenheim 


ALASTAIR  G0RD0P 


WHEN  The  Connoisseur  commissioned  me  last  autumn  to 
visit  Mrs.  Peggy  Guggenheim  at  her  Venetian  palazzo  I 
reflected,  on  seeing  the  pictures  that  this  generous  American  had 
agreed  to  send  to  London  for  the  current  exhibition  at  the  Tate 
Gallery,  that  in  their  London  setting  some  magic  would  inevitably 
be  lost  by  transition  from  the  banks  of  the  Canale  Grande  to 
Thames  Bank,  from  a  private  palazzo  to  a  public  museum.  I  need 
not  have  had  such  uneasy  thoughts.  The  authorities  at  the  Tate 
Gallery,  under  its  new  Director,  Mr.  Norman  Reid,  have  done 
everything  to  achieve  the  best  possible  effect.  So  much  so  that  it 
is  more  than  ever  clear  that  the  Guggenheim  Collection  is  not 
merely  another  agglomeration  of  modern  art  existing  in  a 
vacuum  but  a  living,  growing  force  with  enormous  personality, 
created  by  a  woman  with  vision  and  passion. 

Mrs.  Guggenheim  began  her  collection  hardly  more  than  25 


years  ago,  and  she  began  it  from  the  indestructible  base  of  a  wid 
knowledge  and  understanding  of  the  old  masters,  in  particula 
the  Italian  Renaissance.  It  seems  clear  that  she  had  an  instantaneou 
comprehension  of  what  was  important  in  twentieth-centur 
innovations,  from  cubism  to  abstract  expressionism.  She  bough 
from  the  artists,  from  their  studios,  sometimes  commissioning 
particular  works  for  specific  purposes. 

After  many  vicissitudes  and  travels  the  collection  came  to  res 
in  the  one  unique  city  on  earth  where  the  vital  flame  of  art  ha 
always  been  naturally  incarnate.  From  the  water-bus  on  th 
Grand  Canal,  as  one  passes  the  Palazzo  Vender,  one  sees  Marine 
Marini's  horse,  and  sitting  astride  it  his  triumphant  rider,  arm, 
outstretched  as  though  to  embrace  the  virile  ebullience  of  Venice, 
He  is  symbolic  in  his  immediate  rapport  with  the  ancient  city,  o' 
the  whole  collection;  for  one  of  the  qualities  of  the  collection  i 
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.  Yves  Tanguy.  On  slanting  ground  (1941),  oil  on  canvas,  42  X  71  cm. 


4-  Antoine  Pevsner.  Developable  surface  (1938),  construction  in  silvered  5.  Kasimir  Malevich.  Suprematist  composition  (1915),  oil  on  canvas,  53  X 
bronze,  50  X  36  X  55  cm.  53  cm. 
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6.  Alexander  Calder.  Mobile  (1941),  iron,  height  214  cm. 


how  extraordinarily  apt  it  is  in  its  setting.  The  Venetians  have 
never  been  the  people  for  timid  good  taste  and  pedantic  attention 
to  aesthetic  rule  of  thumb.  Art  for  them  is  a  part  of  life  and  an 
expression  of  life,  and  not  a  separate  culture.  Indeed,  I  do  not 
believe  that  they  consider  culture,  leaving  such  intellectual 
deliberations  to  Northern  professors. 

So  it  is  with  Peggy  Guggenheim's  collection:  she  and  it  have 
grown  together,  contemptuous  of  fashionable  dictates,  yet 
including  everything  of  excellence ;  refusing  any  comfort  to  the 
complacent  mind,  yet  inspiring  to  the  restless.  It  walks  the  knife- 
edge  of  metaphysical  truth  that  comes  from  uninhibited  reason- 
ing. It  is  really  a  superb  adventure  as  much  as  a  collection  of 
modern  art.  And  it  is  with  this  background  in  mind  that  it  must  be 
viewed  here  in  London  at  the  Tate  Gallery.  In  Venice  it  is  spread 
round  small  intimate  rooms  that  surround  a  garden  full  of  trees. 
To  glimpse  Brancusi's  birds  through  these  trees,  mounted  at 
either  end  of  a  loggia,  is  magical ;  the  one  pure  and  soaring,  the 
other  a  proud  herald.  They  shine  like  light  concentrated  through 
a  prism — man-made  light  which  has  been  integrated  amongst 
the  dappled  confusion  of  sunlight  and  shadow  thrown  by  the 
leafy  trees. 

Works  of  art,  because  they  do  not  imitate,  are  sufficient  unto 
themselves.  But  this  sufficiency  cannot  ignore  environment.  Be- 
cause they  are  man-conceived  and  man-made  they  onlv  reach 
their  apotheosis  when  seen  in  conjunction  with  human  living. 
This  conjunction  must  be  such  that  the  ordinary  conscious  act  of 


7.  Marcel  Duchamp.  Sad  young  man  in  a  (rain  (1911),  oil  on  canvas,  98  > 
73  cm. 

living  and  the  extraordinary  super-conscious  act  of  art  mus 
enhance  each  other,  and  be  that  much  less  without  each  other 
Throughout  Mrs.  Guggenheim's  galleries  and  private  apartments 
as  I  saw  them,  one  senses  that  this  conjunction  has  happenec 
inevitably  and  naturally,  through  her  intense  perception  of  th( 
patterns  of  art  that  span  her  own  lifetime.  Sir  Herbert  Reac 
describes  the  collection  as  the  only  one  in  Europe  of  this  century'? 
art  that  has  'a  systematic  historical  basis'.  I  think  that  the  reason 
for  this  is  that  she  has  always  gone  directly  for  the  essentials,  anc 
has  not  been  inveigled  by  tributaries  that  go  off  the  main-stream 
to  a  dead-end.  There  h  no  plagiarism,  no  pastiche  in  the  collec- 
tion. All  of  it  is  original  conceptions  by  creative  originators.  This 
does  not  mean  to  sav  that  it  is  carefully  chosen  examples  by  the 
star  performers.  There  are  plenty  of  lesser  known  names.  It  must 
be  remembered  that  most  of  the  works  were  bought  while  the 
artists  were  making  the  discoveries,  and  not  after  they  had  become 
established.  Nor  does  it  contain  only  the  mature  work  of  each 
individual,  but  also  that  which  is  significant  in  their  growth 
towards  maturity. 

It  is  not  necessary  to  look  for  a  theme,  but  I  think  there  is  a 
central  core  which  is  that  there  is  a  total  absence  of  rhetoric; 
there  is  no  propaganda  but  only  extra-sensory  perception  stated 
unequivocally.  This  holds  good  for  the  Suprematism  of  Malevich 
and  the  ideal  geometry  of  the  dc  Stijl  Group  just  as  much  as  the 
Surrealists,  in  which  the  collection  is  strongest.  It  is  not  true  that 
the  surrealist  group  betrays  irreverence  and  flippancy.  There  is  an 
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Max  Ernst.  The  rolling  of  the  bride  (1940),  oil  on  canvas,  130  ■  96  cm. 


gent  sincerity  in  the  ribaldry  of  artists  like  Ernst,  Klee  and 
tiro;  and  people  who  will  not  recognise  this  would  do  well  to 
msidcr  whether  the  topsy-turvy  world  of  surrealism  docs  not 
•rhaps  look  sanity  fair  and  square  in  the  face.  We  all  have 
laginations,  we  all  have  dreams,  and  it  is  their  unbelievable 
xtapositions  that  are  translated  by  the  desperate  logic  of  the 
irrealists  into  remembered  experiences.  It  may  not  be  comfort- 
)le,  and  anyone  searching  for  a  message  from  the  surrealists  will 
arch  in  vain,  for  the  message  is  in  themselves,  and  they  will  have 
>  dredge  it  up  (if  that  is  not  too  unfelicitous  a  phrase)  from  their 
wn  consciousness. 

Possibly  the  most  testing  group  of  all  in  the  exhibition  is  the 
even  works  of  Jackson  Pollock  covering  the  period  1942-1947. 
hey  are  the  agonised  discoveries  of  a  man  who  is  now  recog- 
ised  (as  he  was  not  when  Mrs.  Guggenheim  collected  them)  to 
e  the  founder  of  a  schoolof  spontaneous  visual  sensation, abstract 
spressionism.  It  is  a  far  cry  from  the  cubist  deliberations  of 
iraque  and  Picasso  in  terms  of  technique  and  outlook,  a  fury  of 
•lf-examination  that  seems  at  first  sight  to  be  inarticulate  beside 
ic  long,  experienced  appraisal  by  the  earlier  masters.  But 
ollock,  too,  was  a  creative  revolutionary,  and  the  very  urgency 
f  his  cry  for  freedom  liberated  a  whole  new  flood  of  perceptions. 

Unlike  so  many  private  collections,  there  is  a  rare  feast  of 
culpture  and  construction.  Some  of  it  cannot  travel  from 
'enice,  which  is  a  great  loss  to  the  exhibition.  The  supremely 
prions  sculptured  forms  of  Brancusi,  Giacomctti,  Moore,  time- 


9.  Constantin  Brancusi.  Maiastra  (191 2),  bronze,  height  62  cm. 
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10.  Alberto  Giacometti.  Nude  (1932-36), 
bronze,  hc:§ht  148  cm. 


II.  Pablo  Picasso.  Bathers  (1937),  oil  and  tempera  on  canvas,  128  ■  195  cm. 


12.  Piet  Mondrian.  Ocean  (1914),  drawing,  90      123  cm. 


less  and  elemental  could  be  set  off  against  the  polished  wit  of  bh 
glass  organisms  designed  by  Arp,  and  a  host  of  objets  d'art  ran; 
ing  from  primitive  African  to  sophisticated  European  that  Mi 
Guggenheim  has  gathered  about  her.  But  we  cannot  have  ever 
thing,  and  there  is  sufficient  sculpture  for  us  to  satisfy  our  reli: 
for  its  tactile  superiority  over  painting.  Indeed,  it  brings  us  clos» 
still  to  the  paintings,  because  of  this  more  real  physical  conta 
induced  by  work  that  needs  to  be  looked  at  all  round  and  abou 
And  that,  in  the  end,  is  the  final  quality  of  the  collection.  It 
defiant,  challenging,  uninhibited,  but  withal  it  is  friendly  ar, 
intimate,  loved  and  needing  to  be  loved — an  expression  of  tl 
fervour  and  genius  of  modern  man's  spirit. 


^ater  Italian  pictures  in  the 
English  Royal  Collections 

\LPH  EDWARDS 


rHE  component  parts  of  the  monumental  catalogue  of 
pictures  in  the  English  Royal  Collection  are  not  appearing  in 
gular  sequence;  doubtless  with  the  laudable  intention  that  the 
inimum  time  shall  elapse  between  each.  Mr.  Oliver  Millar's 
vo  exemplary  volumes  (one  containing  the  plates)  devoted  to 
cturcs  painted  in  England  between  the  end  of  the  fifteentb 
•nturv  and  the  accession  of  George  III  will  be  followed  by  the 
quel  bringing  that  part  of  the  large  undertaking  down  to  the 
pening  of  Queen  Victoria's  reign.  Now  attention  is  switched  to 
aly — not,  as  we  might  expect,  to  the  pictures  of  the  High 
eaaissance  but  to  those  of  the  seventeenth  and  eighteenth  cen- 
irics.*  For  the  author  it  was  an  exacting  assignment.  Here  the 
ollection  has  no  sort  of  unity  or  just  proportion:  in  the  seicento 
is  relatively  weak  and  in  the  settecento,  at  least  in  the  representa- 
on  of  Canaletto,  conspicuously  strong.  By  contrast  for  the  first 
istalmcnt  'the  relentless  accumulation  of  English  royal  portraits' 
*rved  to  provide  a  unifying  theme.  The  present  survey  ranges 
om  the  Caracci  to  Zuccarelli,  but  within  these  chronological 
mits  Mr.  Millar  has  already  annexed  a  few  Italian  pictures — 
lainly  Verrios  and  Pellegrinis — as  having  been  painted  in  Eng- 
md.  From  the  initial  plan  such  minor  anomalies  of  classification 
vere  bound  to  accrue. 

That  Mr.  Michael  Levey  should  be  made  responsible  for  the 
•resent  volume  was  an  obvious,  almost  inevitable,  choice.  He  is 
□  this  field  among  the  most  prolific  and  also  among  the  most 
iistmguished  scholars  of  his  generation.  Painting  in  XVIIIth 
Century  Venice,  to  cite  one  among  his  more  widely  popular  pub- 
ications,  unites  sound  scholarship  with  sensibility  and  wit. 
vlr.  Levey's  pleasant,  discursive  style  is  ill-adapted  to  the  purposes 
)f  an  Introduction  which  needs  to  be  mainly  factual  and  to  deal 
)riefly  with  a  lengthy  sequence  of  acquisitions,  many  of  which 
ire  widely  scattered  or  vanished  beyond  recall :  for  as  a  record  of 
'oyal  patronage  the  Introduction  to  this  volume  has  already  been 
o  an  appreciable  extent  anticipated  by  Mr.  Millar's  general 
•urvey.  Here  some  of  its  usual  charm  and  vitality  has  evaporated 
rom  the  author's  prose  in  the  performance  of  a  rather  un- 
tlluring  task. 

The  English  Royal  Collection  'as  a  collection  of  Italian  pic- 
tures was  the  creation  of  Charles  I':  yet,  in  contrast  to  Mr. 
Millar's  enthusiasm,  Mr.  Levey  seems  inclined  to  discount  the 
founder's  achievement — and  even  by  implication  not  only  within 
this  comparatively  narrow  field.  'He  was  certainly  no  pioneer 
natron  of  the  seicento  or  indeed  of  any  school  or  artist.'  Arundel 
the  father  of  vertu  in  England',  so  unattractive  as  a  personality, 
is  held  to  have  been  the  King's  superior ;  while  he  has,  we  are  told, 
paradoxically'  been  given  the  credit  that  justly  belongs  to 
Buckingham.  It  is  a  judgment  that  must  depend  to  some  degree 

The  later  Italian  Pictures  in  the  Collection  of  Her  Majesty  the  Queen:  By  Michael 
Levey,  London:  Phaidon  Press.  75s.  net. 


I.  Domenico  Fetti.  Vincenzo  Avogadro ,  45s  <  35j  inches  (114. 6  ■  90. 2  cm.). 


on  imponderables  and  Mr.  Levey  does  not  adduce  the  proofs. 
Rubens  declared  after  Buckingham's  death  that  he  had  never 
seen  so  many  first-class  pictures  in  any  other  gallery,  except  in 
that  of  the  King.  Charles,  for  Mr.  Levey  'is  a  monarch  with 
artistic  interests  comparable  to  those  of  foreign  monarchs'.  This  is 
indeed  half-hearted  praise.  For  Rubens  he  was  'le  prince  le  plus 
amateur  de  la  peinture  qui  soit  an  monde. 

Rubens  had  sold  his  private  collection  (including  thirteen  of 
his  own  paintings)  to  the  Duke  in  1627  for  a  very  large  sum,  a 
considerable  proportion  of  it  being  doubtless  the  price  of  the 
artist's  extensive  collection  of  sculpture.  With  the  exception  of 
the  relatively  few  existing  pictures  that  can  be  traced  to  it,  for 
our  information  we  rely  on  the  Duke's  inventory ;  though  most 
of  the  contemporary  Italian  pictures  were  doubtless  rightly 
attributed,  the  collection  has  been  'utterly  dispersed'.  In  the 


2.  Giovanni  Baglione.  Virgin  and  Child  with  Angels,  68  52  inches  (172.7 
X  132  cm.). 

absence  of  nearly  all  the  visible  evidence  it  seems  hard  to  deter- 
mine just  what  Charles  may  have  owed  to  the  influence  of  the 
favourite.  How  far,  if  at  all,  one  wonders,  was  Buckingham 
directly  concerned  with  the  purchase  of  the  pictures  from 
Mantua  in  1627,  two  years  before  the  assassination  of  the  Duke. 
Of  that  inestimable  addition  to  the  as  yet  embryonic  Royal  Col- 
lection Mr.  Levey  observes  that  the  arrival  of  the  Gonzaga  pic- 
tures in  England  'naturally  increased  the  representation  of  Italian 
seicento  work,  but  in  a  way  quite  haphazard  and  uneven'.  A  lack 
of  balance  was  inevitable.  Whatever  Charles'  estimate  of  the 
contemporary  Italian  pictures  may  have  been,  in  his  eyes  they 
must  have  weighed  as  dust  in  the  balance — and  'Venice  was  then 
at  an  artistic  nadir' — against  the  masterpieces  of  an  earlier  age. 
Yet  adding  to  what  remains — the  Gcntilcschis,  the  two  large  and 
fine  Bagliones  (No.  2),  the  group  of  Fettis  (No.  1),  still  imposing 
though  sadly  reduced — all  that  has,  as  it  were,  sunk  without  trace 
through  the  criminal  dispersal  after  the  King's  execution  of  his 
enormous  aggregation  of  works  of  art,  Charles'  seicento 
pictures  if  all  assembled  together  would  have  made  a  pretty 
strong  show.  Among  the  survivors  is  Caravaggio's  DeatJi  of  the 
Virgin,  now  in  The  Louvre,  'one  of  the  outstanding  Mantua 
pictures — the  outstanding  seicento  picture'.  With  the  unending 


vicissitudes  of  taste  how  drastically  the  reputations  of  artists  a 
revised !  About  fifty  years  since,  Roger  Fry  observed  of  tl 
creator  of  this  great  masterpiece  that  he  was  'the  first  pure 
popular  artist,  the  real  founder  of  the  Royal  Academv,  the  Sale 
and  almost  the  whole  of  the  Cinema'.  Who  can  imagine  a  leadin 
critic  daring  to  make  such  a  blasphemous  pronouncement  toda\ 

If  Mr.  Levey's  estimate  of  Charles  I  as  a  patron  and  collector  < 
seicento  painting  is  on  the  whole  luke-warm.  he  is  distinctly  11 
dulgent  to  Henrietta  Maria,  despite  her  'political  obtusitv'.  Sr 
had  religious  paintings  in  plenty,  but  'large-scale  decorati\ 
pictures  of  a  cheerfully  profane  subject  matter'  are  supposed  t, 
have  appealed  more  strongly  to  her  taste.  Gentileschi,  after  worF 
ing  at  the  French  Court,  entered  her  service,  and,  besides  eai. 
pictures,  of  which  Mr.  Levey  takes  a  poor  view  (Joseph  w. 
Potiphars  Wife,  Pi.  23,  'is  absurdly  lacking  in  real  significance'] 
he  painted  the  nine  canvases  for  the  hall  ceiling  of  the  Queen] 
House  at  Greenwich,  later  regrettably  removed  in  bad  conditio 
to  Marlborough  House.  The  Queen's  countryman,  Simon  Voue 
the  founder  of  French  Baroque,  sent  over  from  France  a  ceilin 
for  Oatlands  and  Jordaens  in  Flanders  had  nearly  completed 
grandiose  ceiling  scheme  (again  for  Greenwich)  just  before  th 
outbreak  of  the  Civil  War.  But  there  is  no  clear  evidence  that  tr 
commissions  to  Vouet  and  Jordaens  were  inspired  by  Henriett. 
though  she  approved  Jordaen's  ceiling  intended  for  her  'Cabinet 
A  Bacchus  and  Ariadne,  which  would  have  been  by  far  the  most  in: 
portant  work  by  Guido  Rcni  in  the  English  Royal  Collectioi 
was  ordered  for  the  Queen  by  Cardinal  Francesco  Barberini.  Bi 
that  was  on  the  eve  of  the  War,  and  probably'the  picture,  th 
last  of  Reni's  great  mythologies,  was  detained  for  Henrietta  whil 
in  transit  in  France,  where,  having  passed  into  a  private  collectioi 
the  widow  of  the  owner  had  it  destroyed  on  account  of  its  sup 
posed  indecency.  Henrietta's  personal  taste  scarcely  emerge 
from  the  list  of  her  pictures  at  Colombe  and  her  claims  as 
patroness  of  'cheerfully  profane'  pictures  appear  to  rest  upo 
slender  grounds. 

After  the  Restoration  not  much  of  moment  in  the  way  c 
seicento  painting  was  recovered  by  the  Committee  of  the  Hous 
of  Lords  appointed  to  undo,  so  far  as  possible,  the  felonious  wor 
of  those  who  had  dispersed  the  Royal  Collection;  nor  did  'Th 
Dutch  Gift'  to  Charles  fill  any  of  the  conspicuous  gaps.  Cardin; 
Francesco  again  set  about  supplying  the  King  and  the  Duke  c 
York  with  pictures,  and  Mr.  Levey  hazards  the  conjecture  tha 
Anne  Hyde,  Duchess  of  York,  may  have  acquired  the  splcndi- 
Domenichino  as  a  gift  from  the  Cardinal  about  1663.  At  his  orde 
also  Romanelli  painted  for  the  Crown  a  large-scale  Bacchus,  th 
same  subject  (though  a  different  composition)  as  Henriett 
Maria's  Reni  that  never  arrived.  'Unfortunately',  we  are  tolc 
'the  picture  had  been  so  considerably  damaged  that  it  was  foun< 
necessary  in  1947  to  destroy  it',  preserving  only  a  fragment 
Surely  a  somewhat  drastic  proceeding.  When  storage  space  wa 
presumably  available,  the  Romanelli  must  have  become  a  ver 
offensive  object  of  which  the  Keeper  of  the  Royal  Collectioj 
could  no  longer  put  up  with  the  sight ! 

That  Catherine  of  Braganza,  coming  from  a  country  whicl 
had  not  since  the  Middle  Ages  produced  an  artist  of  any  rea 
consequence,  should  have  liberally  patronised  Guercino's  nephew 
Benedetto  Gennari,  a  painter  without  gifts  or  convictions,  a  com 
temptible  plagiarist,  is  not  surprising;  but  Charles  and  his  chie 
courtiers,  who  also  stronglv  favoured  the  Italian  hack,  had  en 
joyed  ample  opportunities  of  distinguishing  dross  from  gold 
For  the  King,  Gennari  turned  out  slickly  painted  erotica  and  fo 
Catherine  ostensibly  sacred  subjects  without  a  trace  of  sensibility 
or  feeling.  Carlo  Dolci,  whose  religious  pictures  express  th( 
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lOtdonaJ  piety  of  the  Counter  Reformation  in  its  most  extrava- 
u  and  distasteful  form,  is  represented  in  the  Collection 
ough  gifts  by  the  English  Resident  in  Florence.  It  is  significant 
their  widely  different  outlooks  that  Sir  John  Finch  gave  the 
icen  a  'tear-stained'  Penitent  Magdalen  and  Charles  a  Salome,  'a 
igious  picture  which  could  pass  as  profane', 
in  late  Stuart  times,  and  despite  the  influx  of  well-known 
Han  painters  to  England  early  in  the  Augustan  age,  the  thin 
earn  of  seicento  painting  had  nearly  dried  up  until  it  was  set 
w  ing  quite  strongly  again  after  the  arrival  from  Germany  of 
cderick,  Prince  of  Wales  in  1728;  vain  and  politically  mala- 
oit,  but  with  claims  to  be  regarded  as  the  outstanding  con- 
lisseur  and  collector  of  his  family,  if  we  take  into  account  his 
rpetual  lack  of  means.  Frederick,  to  whose  enterprise  and  en- 
isiasm  Vertuc  pays  a  glowing  tribute  based  upon  his  congenial 
rsonal  contacts  with  the  Prince,  shared  Charles'  admiration 
c  Van  Dyck  and  Rubens  and  his  chief  acquisitions  were  not  in 
is  field.  Yet  he  bought  Italian  pictures — some  direct  from  the 
iction  room,  a  novel  proceeding  for  an  heir  to  the  throne — 
id  among  his  chief  acquisitions  are  the  Rem  Cleopatra,  the 
■and  Pietro  da  Cortona  Augustus  and  the  Sibyl,  and  rcprcsenta- 
v  e  works  by  Cagnacci  and  Filippo  Lauri. 

Richard  Dal  ton,  the  royal  librarian,  was  active  in  Italy  buying 
ctures  for  the  Crown  early  in  the  reign  of  George  III,  among 
leni  the  Libyan  Sibyl  by  Guercino  (No.  3)  and  Annibalc 
unci's  beautiful  II  Silenzio — purchases  of  which  he  might 
istly  be  proud.  It  was  to  his  close  co-operation  with  Consul 
mith — both  shifty  characters,  deeply  versed  in  the  tricks  of  the 
ade — in  the  sale  of  a  large  part  of  Smith's  collection  of  pictures 
ad  drawings  to  George  III,  rather  than  to  anything  exceptionally 
cute  in  the  aesthetic  perceptions  of  the  King,  that  the  Royal 
lollection  owes  by  far  its  greatest  aggregation  of  seicento  and 
ontemporary  Italian  pictures.  It  included  among  much  else 
roups  by  Carlo  Cignani,  Rosalba,  the  Riccis,  Pellegrini  and 
'uccarelli — and  above  all  in  importance,  the  group  of  pictures 
>y  Canaletto  ot  which  Mr.  Levey  accepts  39,  but  finds  the  five 
Ionian  views  of  1742  'alien  in  some  undefinable  way',  though 
hey  bear  Canaletto's  signature.  So  large  a  number  of  works  by  one 
rtist,  with  all  that  he  had  besides,  might  be  thought  to  indicate 
11  extreme  predilection,  almost  a  mania — likely  to  have  severely 
axed  the  accommodation  available  in  the  Consul's  Venetian 
ialace  and  his  country  house.  But  Smith's  patronage  of  Canal- 
etto is  largely  explained  by  his  shrewd  business  sense.  The  various 
)hases  of  the  artist,  except  the  earliest,  are  represented  more  or  less 
idcquately.  First,  there  are  the  six  very  large  views  of  Roman 
dassical  antiquities,  probably  dating  from  the  later  1720's,  painted 
vvith  bravura  and  rich  in  tone;  where,  as  Mr.  Levey  observes 
Venice  has  the  tumbled,  untidy  look  of  reality',  and  the  people 
seem  really  to  live  in  their  environment  .  .  .'  Then  there  is  the 
journey  in  pictures  up  and  down  the  Canal — probably  a  sort  of 
experiment  to  judge  of  the  likely  effect  on  tourists  of  the  series, 
'  engraved  in  1735  as  Prospectus  Magni  Canalis.  Canaletto's  eye  for 
the  main  chance  seems  to  have  been  nearly  as  keen  as  that  of  the 
Consul,  and  in  this  series  of  fourteen  views  he  has  already  to  some 
extent  'processed  not  only  his  technique  but  what  he  paints'.  In 
j  the  Palladian-Caprices  of  1742-3  there  is  a  more  marked  falling- 
off.  These  pictures  were  intended  to  serve  as  overdoors :  lacking 
in  gusto,  they  suggest  decorative  task  work  done  against  the 
grain.  The  figures,  stiff  and  none  too  happily  placed,  are  in  sorry 
contrast  with  those  in  the  large  Roman  views,  where  loosely 
brushed  in,  they  form  'almost  explosive  knots  of  drama'. 

There  are  both  deductions  from  and  additions  to  the  master's 
oeuvre.  Mr.  Levey  has  demolished  the  claims  of  the  well-known 


3.  Guercino.  The  Libyan  Sibyl,  45]      37]  inches  (115.6     94.6  cm.). 


'View  Towards  Murano',  long  under  suspicion,  to  be  by  Canal- 
etto, and  has  come  to  the  conclusion  that  it  is  closely  related  to,  if 
not  a  pastiche  of,  a  fme  early  view  in  The  Hermitage.  Sombre, 
almost  livid,  in  colour  and  'feeble  in  draughtsmanship'  it  is  time 
that  Canaletto's  responsibility  for  this  picture  (and  for  The 
Grand  Canal  towards  the  Bacino,  No.  420)  was  firmly  denied ;  yet 
one  may  feel  it  has  something  of  mood  hard  to  associate  with  an 
ordinary  copyist. 

The  notes  on  all  pictures  of  importance  draw  on  a  wide 
variety  of  sources,  and  arc  so  copious  and  exhaustive  that  any 
future  gleaning  in  this  particular  field  must  prove  an  unprofit- 
able task.  The  volume  is  lavishly  illustrated  with  215  excellent 
photographic  plates  of  pictures  in  the  Collection  and  upwards  of 
two  score  'comparative  illustrations'.  There  are  also  six  colour 
plates  which,  for  once  in  a  way,  afford  a  passably  adequate  im- 
pression of  the  originals. 

The  present  intense  vogue  for  Italian  seventeenth-  and 
eighteenth-century  pictures,  assures  a  warm  welcome  for  this 
authoritative,  learned  catalogue.  A  quarter  of  a  century  since, 
with  the  values  then  prevailing,  it  would  have  been  tepidly 
received:  a  colour  plate  with  a  full  page  detail  and  two  other 
full  page  plates  of  pictures  by  Zuccarelli  would  have  been  re- 
garded as  eccentric  choices.  In  the  interval  there  have  been  drastic 
reassessments  and  over  a  wide  field  a  revolution  of  taste. 
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I.  Carved  and  gilt  settee,  covered  in  Italian  cut  velvet.  Height,  49  inches;  length,  48  inches,  c.  1730.  Part  of  a  set  at  Houghton  Hall,  Norfolk.  2.  Twelv 
month  table  clock,  the  case  veneered  with  ebony  and  with  silver  mounts.  Made  for  King  William  III  by  Thomas  Tompion,  London,  c.  17. 
Height,  28  inches. 

Connoisseurs  and 
the  Dictionary  of  English 
Furniture 


JAMES  LEES-MILT 


THE  fourth  year  of  the  decades  of  this  century  is,  it  seems, 
destined  to  bea  landmark  in  the  evolutionof  English  furniture 
history.  1964  has  been  distinguished  by  the  publication  of 
Mr.  Ralph  Edwards's  Shorter  Dictionary  of  English  Furniture.*  In  a 
brief  Foreword  the  author  reminds  us  that  precisely  forty  years 
previously — namely  in  1924 — he,  with  the  late  Mr.  Percy  Mac- 
quoid,  issued  the  first  of  three  folio  volumes  of  The  Dictionary  of 
English  Furniture,  a  compilation  which  proved  of  immense  use  to 
connoisseurs.  After  the  War  the  Dictionary  was  in  such  demand 
that  second-hand  copies,  when  procurable  at  all,  fetched  fan- 
tastically high  prices.  Consequently,  in  1954,  the  publishers  issued  a 
revised  edition  in  three  volumes  which  in  its  turn  now  commands 
figures  far  beyond  the  reach  of  most  students.  Hence  the  Shorter 
Dictionary  of  1964  in  a  single  volume  which  in  Mr.  Edwards's 

*  The  Shorter  Dictionary  of  English  Furniture,  by  Ralph  Edwards,  C.B.E.,  F.S.A. 
Country  Life,  Ltd.,  London,  15  guineas. 


words  'will,  it  is  hoped,  bring  this  work  within  the  reach  of 
wider  public',  at  a  price  of  fifteen  guineas.  The  most  curso' 
glance  is  enough  to  convince  anyone  that  the  book  is  indisper 
able  even  at  this  considerable  price. 

Authors  of  books  which  become  classics  in  their  lifetime  ai 
we  are  told,  notoriously  dissatisfied.  But  surely  the  perfection 
Mr.  Edwards,  who  has  now  had  several  opportunities  to  prua 
and  repair  his  magnum  opus,  must  derive  no  little  pride  ar 
pleasure  from  it.  He  is  the  acknowledged  chronicler  of  a  vast  ai 
important  field  of  art.  What  Colvin  has  done  for  the  nation 
architecture  and  Gunnis  for  sculpture,  Edwards  has  done  v 
furniture.  How  much  of  his  erudition  he  owes  to  his  origin 
partner,  Percy  Macquoid,  we  may  never  know.  Before  Ma 
quoid  began  to  publish  The  History  of  English  Furniture  in  19c 
the  contribution  of  previous  writers  on  the  subject  had  bee 
almost  infantile.  It  must  be  remembered  that  at  the  turn  of  tl 
century  furniture  in  country  houses  was  still  either  ignored  < 
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t  n  for  granted.  A  young  man  on  a  visit  to  Lord  Derby  at 
f  nvslcv  in  the  'nineties  was  ill-advised  enough  to  admire  at 
i  icr  the  Chippendale  chair  he  was  sitting  on.  This  lapse  of 
t  ;  was  received  in  dead  silence  and  followed  by  an  abrupt 
i  age  of  conversation.  On  his  return  home  the  culprit  received 
<  tter  from  his  host  advising  him  in  the  most  friendly  and 
t  :erly  terms  never  again  to  comment  upon  another  gentlc- 
i  i's  possessions. 

/lacquoid's  History  then  was  a  pioneering  work  upon  which 
i   1924  Dictionary  set  the  seal  of  scholarship.  The  intervening 
mty  years  had  yielded  a  richer  harvest  of  research  and  attribu- 
i  than  the  subsequent  forty  years  between  the  issue  of  the 
tionary  and  the  Sliorter  Dictionary  were  to  do.  Volume  1  of 
cquoid's  History  was  called  fittingly  The  Age  of  Oak.  Its  pub- 
tion  coincided  with  the  height  of  popularity  of  that  primeval 
od  among  furniture  collectors.  The  first  decade  of  this  century 
nessed  a  revolt  against  the  frowsty,  derivative  styles  of  late 
rtorian  furniture  and  the  mannered  reverence  for  French 
ulle  and  Louis  Quinze  by  the  exclusive  Ritzy-Rothschild  set. 
isophisticated  villages  like  Broadway  and  Rottingdean  were 
ng  discovered  and  exploited  by  the  avant-garde  in  taste,  who 
lverted  Cotswold  barns  into   drawing-rooms  and  made 
ltlcmen's  residences  out  of  half-timbered  farmsteads.  Educated 
oplc  saw  a  bluff,  British  honesty  in  rickety  oak  hutches  and 
lbous  buffets.  Georgian  furniture,  which  they  deemed  exotic 
d  artificial,  was  at  a  grave  discount.  It  was  sold  for  next  to 
thing,  if  not  relegated  with  disgust  to  the  attics.  Your  re- 
aver's father  actually  made  a  bonfire  of  some  Sheraton  pieces 
had  inherited  sooner  than  be  bothered  with  less  sure  means  of 
J  eir  disposal.  If  there  is  any  accounting  for  tastes  the  Edwardians' 
.  ;dain  for  eighteenth-century  elegance  and  cult  of  the  rough  and 
idy  may  have  been  dictated  by  boredom  with  the  security  and 
xury  of  living  into  which  they  had  been  born.  This  generation's 
difference  to  rude  oak  and  veneration  of  ormulu  and  satinwood 
just  as  paradoxical,  and  springs  from  the  enforced  discomfort 
id  squalor  of  our  servantless  houses.  Nostalgia  is  a  strangely  con- 
I  ary  impulse. 

Mediaeval  furniture  is  rare.  Fifteenth-century  rooms  of  the 
,  calthiest  families  were  sparse.  A  trestle-table,  settle,  bench  and 
lpboard  for  display  of  plate  constituted  all  that  a  nobleman's 
umber  might  boast.  They  would  be  of  crude  carpenter's,  not 
>iner's  workmanship.  No  artistic  value  was  set  upon  them.  Is  it, 
lereforc,  surprising  that  very  few  such  pieces  survive  ?  There  is 
ttle  to  differentiate  English  Gothic  furniture  from  contemporary 
I  irniture  of  the  Continent.  But  by  Elizabeth  I's  reign  national 
naracteristics  began  to  assert  themselves  in  what,  compared  with 
lemish  prototypes,  can  only  be  termed  an  English  chasteness  of 
esign.  The  famous  walnut  tables  at  Hardwick  are  notably  dis- 
1  reet  in  their  contours.  Until  the  end  of  the  Stuart  dynasty,  when 
'ortuguese  influences  vied  with  Dutch,  the  Low  Countries 
applied  the  chief  sources  of  inspiration.  Under  the  first  Hano- 
erians  memories  of  Venice  were  behind  William  Kent's  sump- 
uous  designs  for  seats  and  mirrors.  By  the  mid-eighteenth  cen- 
ury  commodes  and  chests  of  drawers  reflected  the  exuberances 
»f  French  rococo.  Thereafter,  the  style  of  Louis  Seize  predomm- 
ted  until  with  the  Regency  came  that  of  the  Directoire  and 
:mpire.  If  furniture  designs  in  Britain  were  largely  influenced  by 
he  Continent,  was  the  Continent  ever  influenced  by  English 
latterns:  Portugal  alone  in  the  mid-eighteenth  century  copied 
-hippendale  designs  for  chairs  and  settees. 

If  in  the  Shorter  Dictionary  Mr.  Edwards  has  been  obliged  to 
rondense  much  of  his  original  text,  little  of  consequence  has  been 
eft  out.  Although  he  has  retained  Needlework  he  has  omitted 


3.  Mahogany  Tea-Table,  the  top  carved  with  coquillage  ornament  and 
floral  sprays,  the  tripod  decorated  in  low  relief,  c\  1760.  Height,  28  inches; 
diameter,  31  inches.  The  Victoria  and  Albert  Museum. 

certain  subjects,  such  as  Tapestry,  Carpets  and  Hangings.  It  is 
a  pity,  because  these  materials  are  an  essential  ingredient  of  English 
furnishing.  Nevertheless,  a  lot  of  fresh  information  has  been 
added.  The  total  number  of  illustrations  has  been  cut  by  only  one 
third.  On  the  other  hand  several  new  and  at  times  better  photo- 
graphs have  been  taken  of  the  same  objects  illustrated  forty  years 
ago.  The  author  admits  that  no  attempt  has  been  made  to  trace 
changes  of  ownership  of  illustrated  pieces  in  the  interval.  Yet  a 
number  of  pieces  is  ascribed  to  owners  who  have  been  dead  for 
vears.  At  least  the  adverb  'formerly'  might  with  little  trouble 
have  been  inserted  by  the  publishers  before  these  defunct  names. 
This,  however,  is  an  expression  of  regret  rather  than  criticism.  In 
this  magnificent  book  minor  shortcomings  pale  before  the  mass 
of  authoritative  information  to  be  gleaned  in  the  850  entries 
from  'Acacia'  to  'Zebra-Wood',  which  vary  in  length  from  one 
line  to  fifty  pages  each. 
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I.  Inlaid  chest  of  drawers  of  Commode-Table  veneered  with  harewood  and  satinwood,  c.  1775.  At  Syon  House,  Middlesex.  Reproduced  by  courtesy  o 
the  Duke  of  Northumberland. 


A  marquetry  commode  of  c.  1775 

An  outstanding  production  of  the 

English  cabinet-makers'  craft  e. t.  m 


T  N  the  second  half  of  the  eighteenth  century  the  ornamental 
Achest  of  drawers  played  a  conspicuous  part  in  the  greater 
English  houses,  serving  a  variety  of  purposes  and  deriving  its 
inspiration  from  the  French  commode.  Indeed,  in  their  zeal  for 
French  fashions  Chippendale  and  his  contemporaries  obviously 
regarded  the  term  'chest  of  drawers'  as  outmoded,  and  tended  to 
replace  it  simply  by  'commode',  or,  as  Ince  and  Mayhew's 
Universal  System  (1759-63)  put  it,  by  the  hybrid  'commode  chest 
of  drawers'.  As  a  result,  it  is  often  difficult  to  fit  such  pieces  into 
their  exact  category  of  furniture.  On  the  other  hand,  there  is  no 
doubt  that  the  best  examples,  calling  for  the  utmost  skill  in  con- 
struction and  decoration,  are  among  outstanding  productions  of 


the  English  cabinet-makers'  craft,  in  which,  for  the  first  time 
they  could  rival  the  work  of  the  great  French  ebenistes. 

One  such  example,  in  the  full  neo-classical  taste  of  c.  1775,  i 
illustrated  in  No.  2.  It  is  veneered  with  harewood  and  satinwood 
and  decorated  with  marquetry  in  a  variety  of  choice  woods.  Thi 
three  front  panels,  each  divided  into  two  drawers,  have  cross-, 
banded  borders  of  tulipwood,  as,  too,  have  the  concave  sides  tc 
the  top.  The  upper  and  lower  edges  of  the  framework,  and  thi 
edge  of  the  flat  top,  have  gilt-wood  decoration  with  a  carvec 
leaf  moulding,  which  affords  a  beautiful  contrast  with  the  veneers 

The  marquetry  is  that  of  the  most  mature  phase  of  Roberi 
Adam's  nco-classicism,  at  the  time  when  his  style  had  revolution- 
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3.  Harcwood  Sidetablc,  c.  1775-1780,  supplied  by  the  firm  of  Chippendale 
and  Haig  to  Mersham-le-Hatch,  Kent.  The  linked  rosette  on  the  frieze  is 
identical  with  that  in  Nos.  I.  and  2. 


iscd  English  interior  design.  A  classical  vase,  framed  in  a  satin- 
wood  oval,  decorates  the  side  panels  of  the  front.  The  centre 
panel  has,  at  the  base  of  its  upper  drawer,  a  rosette  within  a  fes- 
toon of  husks.  The  four  pilasters,  marked  by  a  slight  projection 
of  the  gilt  borders  above  and  below,  contain  a  pendant  husk 
decoration,  ami  arc  carried  down  into  tapered  legs  veneered  with 
satinwood  and  edged  with  mahogany,  and  into  feet  of  finely 
carved  and  gilt  wood. 

The  marquetry  on  the  concave  surface  of  the  upper  stage  is  a 
particularly  good  instance  of  the  craftsman's  skill,  and  consists 
of  a  continuous  border  of  circular  rosettes  and  ovals  of  anthemion 
linked  by  smaller  rosettes.  The  larger  rosettes  repeat  the  pattern 
of  that  on  the  front,  and  are  composed,  within  a  wider  circle  of 
harcwood  (stained  green)  and  a  thinner  one  of  satinwood,  of  an 
outer  series  of  sharp,  pointed  leaves,  and  an  inner  one  of  curled 
acanthus,  centring  in  a  small  circle  of  four  star-shaped  leaves. 

Ornamental  chests  of  drawers  were  used  in  drawing-rooms 
and  bedrooms.  But  it  is  likely  that  this  example  was  intended  for 
the  dining-room;  for  among  the  inlaid  emblems  on  the  top  is  the 
thyrsus,  a  staff  with  a  fir  cone  which  was  an  attribute  of  Bacchus, 
and  one  often  used  (like  the  plaster  thyrsus  on  the  ceiling  of  the 
Eating  Room  at  Ostcrlcy)  as  an  appropriate  accompaniment  for 
dining.  The  space  below  the  hinged  top  was  probably  for  tabic 
linen. 

This  piece  bears  a  remarkably  close  affinity  with  a  well-known 
inlaid  chest  of  drawers  of  greater  length  and  depth,  but  of  prac- 
tically the  same  height  (to  half  an  inch),  at  Syon  House  (No.  i). 
Both  have  the  same  woods,  the  same  construction  and  many 
common  decorative  features.  Such  decorative  differences  as  there 
are  may  very  well  be  due  to  the  greater  frontal  space,  broken  up 
by  more  drawers,  on  the  Syon  House  example.  Most  remarkable 
of  all  is  the  continuous  pattern  of  linked  rosette  and  anthemion 


on  both  pieces,  which  is  identical  down  to  the  last  detail,  even 
the  two  contrasting  circles  of  harewood  and  satinwood.  One  c. 
reasonably  conclude  that  the  two  pieces  formed  part  of  a  set  ai 
came  from  the  same  workshop. 

The  two  names  which  immediately  spring  to  mind  are  those 
Adam  and  Chippendale,  but  there  is  no  documentary  evidence 
show  that  Adam  designed  these  two  pieces,  or  that  Chippendr. 
made  them.  The  two  men  worked  in  the  same  houses  on  mai 
occasions,  though  Adam's  responsibility  for  the  design  of  moj 
of  the  furniture  formerly  credited  to  him  is  now  discounted,  r 
worked  at  Syon  House  for  the  Earl  of  Northumberland  (create 
Duke  in  1 766)  from  1762,  but  his  surviving  designs  do  not  incluj 
any  for  the  chest  of  drawers  now  there,  nor  does  it  appear  amoi, 
his  designs  for  work  in  the  Duke's  other  residences  at  Alnwit 
Castle  and  Northumberland  House,  London.  There  is  again  r 
proof  that  Chippendale  (who  seems  himself  to  have  designed; 
the  furniture  made  by  his  firm  in  the  Adam  style)  furnished  ai 
of  the  Duke's  residences,  though  it  may  be  significant  that  1 
dedicated  the  first  edition  of  his  Director  to  the  Earl. 

The  Dictionary  of  English  Furniture  (1954,  Vol.  II,  p.  4I 
describes  the  Syon  House  piece  as  rivalling  the  furniture  supplic 
by  Chippendale  to  Harcwood  House.  Stylistic  evidence  woui 
certainly  appear  to  favour  Chippendale  as  the  creator  of  both  tl 
Syon  House  chesf  of  drawers  and  the  smaller  piece.  There 
another  significant  pointer.  On  the  friezes  of  a  pair  of  harewoc 
side  tables  in  the  Drawing  Room  at  Mersham-le-Hatch,  Kent,  is 
linked  rosette  which  is  an  exact  replica  of  that  on  the  two  chests  c 
drawers  (Nos.  3  and  4).  These  side  tables  were  supplied  to  Me: 
sham  by  Chippendale's  firm,  whose  bills  have  survived.  So  tk 
evidence  in  this  case  is  irrefutable.  No  other  cabinet-maker  of  tn 
period  is  known  to  have  used  this  particular  motif,  and  certain] 
no  other  approached  Chippendale  in  the  technical  brilliance  q 
his  interpretation  of  the  Adam  style. 

The  sum  total  of  this  evidence  supports  the  view  that  all  the.1 
pieces,  the  side  tables  from  Mersham,  the  Syon  House  commodt 
table,  and  No.  2,  have  emanated  from  the  same  cabinet-make 
The  assumption  that  it  was  Chippendale  is  still  further  strcngtl' 
encd  by  the  similarity  of  the  character  of  the  inlay  on  these  piece 
with  that  on  the  inlaid  commode  at  Rcnishaw  and  the  pair  cj 
china  cabinets  formerly  at  Panshangcr,  which  have  been  con 
fidently  assigned  to  Chippendale  on  the  basis  of  compariso 
with  the  'Diana  and  Minerva'  commode  which  he  supplied  t 
I  larewood  House  in  1773. 


4.  Detail  of  rosette  seen  in  No.  3.  Nos.  3  and  4  are  reproduced  by  courtes; 
of  Lord  Brabournc. 
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rhe  Romanesque  hutches  of 
/alere  at  Sion  in  the  Valais 


BERT  DE  WOLFF 

)F  the  very  numerous  castles  which  formerly  crowned  the 
mountains  and  crags  of  the  Rhone  valley  the  castle  of 
ere  is  now  the  only  one  that  has  survived  the  ravages  of 
ure  and  of  men. 

he  church  of  Valere  is  very  strongly  built.  First  erected  by  the 
ions  of  Sion  between  iioo  and  1125,  it  was  enlarged  in  the 
teenth  and  fifteenth  centuries.  It  has  been  preserved  almost  in 
Driginal  state.  The  ruins  of  Tourbillon  also  are  still  important 
!  the  two  castles  together  dominate  the  episcopal  city  of  Sion, 
capital  of  the  Valais.  These  two  great  stone  constructions  in 


the  middle  of  the  Rhone  valley,  form  an  imposing  and  unfor- 
gettable block. 

The  dwellings,  dependencies  and  outbuildings  have,  since 
1883,  been  grouped  together  as  the  Museum  of  Valere.  The 
departments  of  archaeology,  history  and  folklore  are  all  repre- 
sented by  objects  which  the  people  of  this  wild  valley  of  the 
Upper  Rhone,  ignorant  of  the  value  of  their  treasures,  would 
otherwise  have  allowed  to  be  dispersed  or  dissipated.  The  collec- 
tions contain  examples  of  interest  not  only  for  students  of  Swiss 
art  but  for  all  interested  in  European  art  as  a  whole. 


Above.  Hutch  of  arolla  pine  wood 
ilpine  pine).  Length  3.24  m.,  depth 
85  m.,  height  1.04  m.  Thickness  of 
ood:  uprights  6.5  cm.,  planks  4 
n.  and  2.5  cm. 

t.  Right.  Detail  of  arcading. 

>.  Far  right.  Original  tin  staple. 
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2.  Walnut  hutch.  Length  2.01  m.,  depth  0.62  m.,  height  1.03  m. 


4" 


The  Romanesque  period  is  represented  at  Valere  by  a  collec- 
n  of  rare  pieces.  In  the  great  Chapter  Hall,  which  has  retained 
name  of  Salle  des  Calendes,  there  is  a  superb  series  of  four 
ananesque  hutches,  or,  as  they  were  commonly  called  in  this 
non,  coffers. 

These  originally  served  to  hold  under  lock  and  key  the  litur- 
:al  ornaments.  Later,  when  cupboards  appeared,  the  hutches 
^re  relegated  to  the  Valere  mill,  where  the  Chapter  used  them 
r  storing  their  grain.  That  is  why  they  have  been  preserved 
tact. 

The  largest,  and  also  the  most  beautiful  of  these  coffers  (No.  i) 
made  of  arolla  pine  wood  and  is  mounted  on  six  legs,  made 
>m  thick  planks.  It  dates  from  the  thirteenth  century  and  the 
itch  is  no  longer  made  in  the  form  of  a  vault  or  tomb,  but  has  a 
.t  lid.  The  upright  posts  form  the  six  legs  which  frame  the  two 
ised  coffer  compartments.  The  decorative  panels  at  the  front 
id  sides  of  these  coffers  are  composed  of  very  simple  arcades, 
sting  on  short  twin  columns.  The  arcading  is  outlined  by  a  design 
carved  triangles  (No.  ia).  This  hutch  still  preserves  its  original 
:yholes  and  its  iron  staples  in  hammered  tin  (No.  ib).  Only  the 
iree  front  legs  are  carved.  The  two  outer  legs  are  cut  square  and 
ittencd  and  the  middle  one  is  rounded.  All  three  have  the  same 
ise  and  the  same  capital,  with  the  abacus  adorned  with  a  triangle 
ith  curving  sides,  carved  with  an  iron  tool,  a  motif  which  is 
■peated,  upside  down,  on  the  base  of  each  of  the  twin  columns, 
he  planks  are  all  joined  with  pegs.  Considering  its  style  and 
)briety  one  might  even  assign  the  construction  of  this  admirable 
utch  to  the  last  years  of  the  twelfth  century. 
Valere  possesses  three  other  very  handsome  hutches,  dating 
om  the  mid-thirteenth  century,  from  the  hand  of  another 
taster  hutch-maker  (No.  2).  These  coffers  are  of  walnut,  a  tree 
v'hich  flourishes  on  all  the  slopes  in  the  central  Valais.  They 
lready  show  a  more  refined  craftsmanship  and  present  a  curious 
uixture  of  architectural  decoration  in  depth  with  carved  orna- 
nentation.  The  uprights  at  the  sides,  instead  of  forming  columns, 
re  now  open  arches  (No.  2a).  An  arch  resting  on  four  columns 
arries  a  pair  of  smaller  semi-circular  arches.  The  whole  is  richly 
lecorated  with  Lombard  arches,  birds'  heads  and  grotesques. 


When  they  reach  the  height  of  the  coffer  the  uprights  are 
adorned  with  two  rosaces,  one  above  the  other,  each  showing  a 
different  design.  The  planks  are  not  all  joined  with  wood  pegs 
but  with  large  iron  nails,  with  round  flattened  heads  (No.  2b). 
The  front  planks  show  two  rows  of  decorative  arcading  resting 
on  short  columns,  apparently  in  imitation  of  those  of  the  fust 
hutch.  If  it  was  not  the  same  craftsman  who  made  this  hutch  he 
may  at  least  have  belonged  to  the  same  workshop.  This  coffer 
still  bears,  engraved  in  fine  uncials,  the  angelic  salutation:  AVE 
MARIA  GRACIA  PLENA. 

The  second  walnut  hutch  is  definitely  by  the  same  hand  as  the 
other  (No.  3).  It  has  the  same  side  supports  with  open  arches  and 
four  decorative  rosaces,  of  geometrical  design.  This  type  of  orna- 
ment was  to  disappear  from  the  decoration  of  patrician  or  civic 
buildings  towards  the  end  of  the  sixteenth  century,  but  it  per- 
sisted in  the  decoration  of  furniture  in  the  more  secluded  valleys 
until  the  middle  of  the  nineteenth  century.  The  post  to  the  right 
shows  the  same  design  ot  a  rosace  with  six  petals  (but  here  they 
are  hollowed  out)  as  is  seen  in  the  lower  rosace  to  the  left  on  the 
Ave  Maria  coffer.  This  one  bears  on  its  principal  plank  only  one 
row  of  arcading,  and  as  its  text  only  one  word :  DOMINE. 

The  third  hutch  of  this  series,  also  in  walnut,  is  much  simpler 
than  the  two  preceding  ones.  The  two  side  posts  are  decorated 
with  blind  arcades,  one  large  one  with  two  smaller  ones  above. 
There  is  no  carving  on  the  central  plank  and  the  pieces  are 
joined  together  with  four  flattened  nails  at  the  sides.  The  flat  lid 
is  reinforced  with  four  plain  iron  braces.  This  hutch,  not  illus- 
trated here,  was  unfortunately  'restored'  in  about  1915. 

The  last  of  these  hutches  (No.  4)  is  made  of  the  wood  of  the 
larch,  a  tree  with  which  the  left  bank  of  the  Rhone  is  richly  en- 
dowed. It  is  of  a  still  more  primitive  Romanesque  form  and  may 
well  be  the  most  ancient  of  the  famous  Valais  collection  of  coff- 
ers. Its  flat  lid  still  has  the  cross-beam  of  those  hutches  that  were 
made  in  the  shape  of  tombs.  It  is  put  together  entirely  with  pegs, 
showing  the  most  primitive  construction  of  the  five.  Its  chiselled 
ornamentation  is  also  more  rustic.  Each  side  post  is  adorned  with 
a  four-lobed  rosace,  with  another  rosace  below  it,  much  more 
deeply  carved  in  the  shape  of  a  cross,  the  arms  of  which  form 
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segmented  triangles.  The  four  feet  are  in  the  form  of  four 
round  arches,  each  resting  on  two  columns,  one  of  which  is 
round  and  the  other  polygonal.  These  are  of  great  interest.  On 
the  first  column  to  the  right  is  the  inverted  head  of  a  grinning 
moustached  devil.  The  three  keyholes  are  triangles  of  hammered 
tin,  like  those  of  coffer  No.  i.  This  large  and  imposing  hutch 
now  adorns  the  Salle  de  la  Caminata,  the  reception  hall  at  Valere. 

The  five  hutches  of  this  admirable  Valere  collection  were 
certainly  made  on  the  spot  by  local  craftsmen.  Sion,  an  episcopal 
city,  was  a  great  centre  of  creative  activity  although  situated  in 
the  entrenched  camp  of  the  Valais.  Certain  bishops,  such  as  those 
of  Savoy,  Oron  and  Rarogne,  imparted  a  special  lustre  to  their 
Sees.  The  workshops  of  Sion  and  Rarogne  have  left  us  remark- 
able pieces  of  statuary  and  joinery.  The  statues  of  Christ  and  of 
the  Virgin,  the  calvaries,  charnel  houses  and  choir  stalls  which 
survive  are  a  proof  of  this.  Even  if,  unlike  Jchan  Trupin,  the 
famous  Picardian  coffer-maker  of  Amiens  Cathedral,  they  left  no 
portrait  of  themselves  and  indeed  preserved  their  anonymity, 


they  nevertheless  portrayed  the  soul  of  the  people  of  this  ]- 
closed  valley,  a  people  not  without  their  own  grandeur. 
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Romane  pp.  127-155  with  21  illustrations.  Edition  du  Zodiac* 
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4.  Hutch  of  alpine  larch.  Length  2. II  m.,  depth  0.95  m.,  height  1. 12  in. 


5.  Above.  The  Merion,  Sion,  in  the  Rhone  Valley,  an  engraving  of  1652. 

6.  Right.  The  Musee  de  Valere,  Sion,  as  it  is  today. 
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Memorial  to  Arthur  Lane 


?eper  of  the  Department  of  Ceramics,  the  Victo 

RTHUR  LANE  died  on  7th  March,  1963.  The  following 
L month  the  idea  of  a  memorial  to  him  was  suggested,  and 
English  Ceramic  Circle  at  once  agreed  to  sponsor  it.  In  July  the 
iental  Ceramic  Society  gladly  associated  itself  with  the  Mcni- 
J,  while  in  the  United  States  Mrs.  L.  J.  Roggevccn  gave  her 
ole-hearted  assistance.  Eventually,  over  one  hundred  and  fifty 
icrous  subscriptions  were  received  from  friends  all  over  the 
rid. 

1  was  precisely  during  the  years  ot  Arthur  Lane's  kecpership 
t  there  was  a  quickening  of  interest  in  ceramics  everywhere, 
1  Lane's  opinion  was  continually  sought,  his  publications 
rerly  awaited.  His  interests  were  very  wide,  but  perhaps  his 
>st  notable  writings  were  his  books  on  English  Porcelain 
ures,  on  Middle  Eastern  Pottery  and  on  Italian  Porcelain, 
jects  to  which  he  brought  a  fresh  vision  and  scholarly  insight, 
is  fortunate,  therefore,  that  the  Memorial  Fund  was  able  to 
rchase  for  the  Victoria  and  Albert  Museum  fine  pieces  to 
irescnt  two  of  these  interests. 

I  he  magnificent  'Nishapur'  dish  (bottom,  right)  is  decorated 
th  a  stylised  Cufic  inscription  in  treacle-brown  slip  on  an  ivory 
huhI.  Few  would  deny  the  power  and  aptness  of  the  Cufic 
iracters  as  a  form  of  decoration,  the  strong  radial  accents 
ntrasting  with  the  more  subtle,  circular  movement  of  the 
rifs'.  But  perhaps  the  appeal  of  these  wares  lies  also  in  their 
Be  ot  mystery?  Arthur  Lane  considered  them  to  be  one  of  the 
;atest  achievements  of  the  potter,  and  in  his  Early  Islamic 
ttery  he  wrote:  'Their  beauty  is  of  the  highest  intellectual  order, 
zy  hold  the  essence  of  Islam  undiluted.' 

The  Naples  group  (top,  right)  belongs  to  another  world,  but 
c  in  which  Lane  was  very  much  at  home.  These  'ragazzi'  are 
sridly  modelled  in  a  creamy  soft-paste  porcelain  with  a  fine 
lse  of  plastic  relationship  and  a  clear,  bold  colour-scheme. This 
dso  a  documentary  piece,  since  the  base  has  the  name  'Bucciano' 
cised.  Tommaso  Bucciano  was  employed  at  the  Naples  factory 
Dm  1773  until  1780  at  least,  and  it  may  be  presumed  that  he  put 
e  group  together,  the  model  being  the  work  of  some  other 
tist  at  the  factory. 

The  third  piece  illustrated  (centre,  right)  was  perhaps  the  most 
itable.object  in  Arthur  Lane's  own  collection  and  was  presented 

the  Museum  by  Mrs.  Angela  Lane  in  memory  of  him.  In  the 
ctraordmary  collection  of  Italian  Maiolica  at  the  Victoria  and 
lbert  Museum  no  group  is  more  remarkable  than  that  of  the 
enctian  wares  of  the  sixteenth  century  painted  in  dark  blue  and 
jaque  white  on  a  grey-blue  ('berettino')  ground.  The  delicacy 
:  the  drawing,  the  subtlety  of  the  colours  and  the  excellence  of 
te  design  put  these  wares  among  the  finest  examples  of  the 
otter's  art.  The  plate  presented  by  Mrs.  Lane  will  take  its  place 
;side  these  masterpieces,  and,  together  with  the  'Hercules  and 
ntacus',  also  from  the  workshop  of  Maestro  Lodovico,  will 
Imirably  represent  the  style  of  decoration  derived  from  engrav- 
tgs.  These  three  pieces  will  worthily  commemorate  Arthur 
ane,  a  connoisseur  and  scholar  of  world-wide  reputation,  whose 
ontributions  to  the  study  of  ceramics  have  been,  and  ever  will 
e,  a  source  of  enjoyment  and  information  to  all  who  study  the 
rt  of  the  potter. 

Top.  Group  of  soft-paste  porcelain:  the  boy  with  the  apple  wearing  blue 
reeches  and  hat,  mauve-striped  shirt;  the  boy  with  the  clarinet  (?)  an 
pple  -green  jacket,  yellow  breeches,  brown  hat.  Five  inches  high,  'Buc- 
iano'  incised  on  the  base.  Naples  (Royal  Factory),  c.  1775.  Victoria  and 
ilbert  Museum,  C  73-1964. 

Centre.  Plate  in  tin-glazed  earthenware,  'The  Toilette  of  Venus',  painted 
1  dark  blue  and  opaque  white  on  a  'berettino'  ground,  10A  inches  diameter. 
renice  (Workshop  of  Maestro  Lodovico),  c.  1560.  Victoria  and  Albert 
iuseum,  C  62-1963. 

Bottom.  Dish  in  lead-glazed  earthenware,  decorated  in  brown  slip  on  an 
rory  ground,  15  inches  diameter.  From  Nishapur  and  probably  made  there, 
th-ioth  century.  Victoria  and  Albert  Museum,  C  47-1964. 


ria  &  Albert  Museum:  1950-1963 


Three  sixteenth-century 
Italian  painters 

R.  W.  LIGHTBOWN 


THESE  three  monographs*  are  the  first  in  a  series  which  is 
intended  to  widen  our  awareness  of  the  full  range  of  Italian 
painting.  Antonio  Boschetto,  its  editor,  feels  strongly  that  the 
attention  of  the  general  public  has  been  monopolised  in  the  past 
by  a  few  great  masters,  and  that  there  is  a  real  need  for  books 
which  will  present  attractively  and  informatively  the  work  of 
painters  who  are  unjustly  neglected  or  whose  contribution  to 
movements  initiated  by  greater  artists  has  been  overshadowed. 

The  pupil  and  follower  of  Pontormo,  Agnolo  Bronzino  (1503- 
72)  obviously  falls  into  the  second  class.  After  Rosso  and  Pon- 
tormo he  is  the  most  important  exponent  of  Florentine  Manner- 
ism, that  revolutionary  movement  which  took  the  visual  dogmas 
established  by  the  High  Renaissance  merely  as  themes  on  which 
to  execute  highly  sophisticated  and  personal  variations.  Bronzino 
borrows  faithfully  the  complete  repertoire  of  his  master  Pon- 
tormo, the  elongated  figures  in  strained  and  dramatic  poses,  the 
violent  changes  of  perspective  and  use  of  colour  as  an  expressive 
rather  than  naturalistic  resource.  To  this  vocabulary  he  added 
later  in  life  and  under  the  influence  of  Michelangelo  a  stricter 
linear  discipline  and  a  tendency  to  regard  pictures  as  complex  and 
intricate  arrangements  of  nude  human  bodies.  Yet  it  is  impossible 
to  feel  that  Mannerism  was  to  Bronzino  what  it  was  to  Pontormo 
and  to  Michelangelo  in  his  later  period — a  personal  and  deeply 
felt  language  evolved  under  the  stress  of  great  emotional  diffi- 
culties. For  him  it  is  a  nianicra,  a  consciously  adopted  style,  one 
to  which  he  gave  sincere  intellectual  adherence,  but  which  he  was 
able  to  drop  at  will.  We  can  see  this  if  we  follow  the  sequence  of 
his  portraits,  the  foundation  of  his  reputation  in  his  lifetime,  and 
the  area  of  his  work  which  principally  interests  us  now.  We  have 
no  portraits  from  his  first  period,  but  we  know  that  it  was  com- 
pletely dominated  by  Pontormo.  Consequently,  in  1532  when  he 
momentarily  took  service  in  Pesaro  with  Guidobaldo,  the  young 
prince  of  Urbino,  we  might  expect  him  to  have  startled  the 
Romagna  by  exercises  in  the  brilliantly  sophisticated  manner  of 
his  master.  Not  at  all.  From  his  residence  in  Pesaro  we  have  a 
painting  of  Guidobaldo  which  is  elegant  and  refined,  like  all 
Bronzino's  work,  but  in  a  completely  straightforward  cinque- 
cento  mode.  Yet  as  soon  as  he  returns  to  Florence  we  find  the 
first  in  his  series  of  strikingly  vivid  and  impressive  Mannerist 
portraits  of  Florentine  ladies  and  gentlemen.  The  sitters  in  these 
portraits  are  all  ostentatiously  literate  and  some  in  addition  are 
very  artistic — they  hold  slim  volumes  and  mark  that  they  have 
just  interrupted  their  reading  by  keeping  a  finger  at  their  place — 
and  they  are  show  against  abruptly  swerving  but  fixedly  classi- 
cal architectural  vist.  Many  have  small  antique  statues  to  hand — 
one  young  lady  is  even  examining  her  collection  of  medals. 
However,  the  extreme  Mannerism  of  this  group  is  tactfully 


modified  in  Bronzino's  numerous  court  portraits  of  the  reigrg 
Duke  Cosimo  de'  Medici  and  his  family,  and  in  the  portrait  • 
Stefano  Doria,  which  Bronzino  painted  on  a  visit  to  Romim 
1546,  it  is  abandoned  altogether.  But  it  is  resumed  afterp 
return,  in  most  extreme  and  magnificent  form  in  his  portrainf 
Laura  Battiferri,  the  poetess  and  wife  of  the  sculptor  Amman. 
Bronzino  had  great  gifts  as  a  portraitist,  and  could  use  the  vioflt 
contrasts  of  colour  characteristic  of  Pontormo's  MannerisrrsD 
obtain  marvellous  immediacy  of  presentation.  But  the  qualitiebf 
delicate  tact  and  graceful  refinement,  of  quiet  and  sympathic 
psychological  penetration  which  accompany  this  power  ti 
establishing  a  vivid  projection  of  the  sitter  evidently  had  tit 
corollary  of  obliging  adaptability  to  the  wishes  of  his  patron:o 
essential  to  the  successful  portrait  painter.  And  from  this  it  follcs 
that  a  detailed  study  of  those  of  Bronzino's  patrons  who  coi- 
missioncd  elaborate  Mannerist  images  of  themselves  would  >c 
most  rewarding — alas,  in  Emiliani's  book  it  has  not  been  undr- 
taken.  With  the  two  exceptions  of  his  frescoes  in  the  Cappellaii 
Eleonora  di  Toledo  (1540-6)  and  of  the  Allegory  of  Profane  Let 
in  the  National  Gallery,  Bronzino's  other  paintings  are  of  mih 
less  interest.  The  Allegory  is  the  painting  by  which  Bronzincis 
best  known  in  Britain.  It  is  not  exaggerating  to  call  it  one  of  le 
key  documents  of  Mannerism.  With  its  elaborate  symboliss, 
with  its  complex  formal  relationships  created  exclusively  by  ie 
skill  with  which  the  figures  are  advanced  and  regressed,  bent  ad 
twisted,  elongated  and  foreshortened,  presented  obliquely  r 
full-face,  with  its  harsh  blues  and  cold  whites  and  stern  brows 
which  pass  icy  sentence  on  sensual  love,  it  epitomises  the  intelli- 
tual  and  artistic  preoccupations  of  the  movement. 

There  has  been  no  monograph  on  Bronzino  since  Maccoms 
conscientious  but  uninspired  study  was  published  in  1928,  and  te 
need  for  a  new  survey  was  a  real  one.  As  an  introduction  a 
Bronzino,  though  not  as  a  definitive  account,  Emiliani's  books 
satisfactory.  He  has  generously  been  given  a  great  deal  of  ntf 
information  by  C.  H.  Smyth,  the  chief  modern  authority  1 
Bronzino;  and  whenever  Smyth's  information  is  incorporati 
into  his  catalogue  our  attention  is  awakened.  Vasari's  life  of  ti 
painter  has  been  included  and  linked  by  an  ingenious  system  f 
references  to  a  modern  chronological  biography.  The  plates  t: 
not  in  chronological  order.  By  a  happy  thought  a  brief  selectil 
from  Bronzino's  lively  and  interesting  poems  has  been  include;' 
up  till  now  these  have  been  accessible  only  in  scarce  ninetecnt- 
century  editions. 

It  is  a  far  cry  from  the  preciosities  of  a  great  artistic  capital 
the  painting  of  a  provincial  centre  like  Brescia.  Yet  during  t ; 
Renaissance  the  art  of  the  city  was  of  considerable  intere. 
Politically  Brescia  was  subject  to  Venice,  geographically  it  va 
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J :  of  Lombardy.  In  the  fifteenth  century  Lombard  influence 
r|  iominatcd,  but  with  the  advent  of  Giorgione  and  the 
i  blishmcnt  of  a  peculiarly  Venetian  mode  the  harsh  realism  of 
}  renth-century  Lombard  art,  with  its  constant  echoes  of  North- 
Gothic,  was  softened  by  Venetian  breadth  of  composition  and 
!  jibility  to  colour.  Yet  Brescian  painters  never  surrendered  the 
I  ar  firmness  and  interest  in  genre  inherited  from  the  Lombard 
i  lition.  Indeed,  it  is  the  thesis  of  Maria  Luisa  Ferrari's  book  on 
manino  and  of  Antonio  Boschetto's  book  on  Savoldo  that  far 
much  weight  has  been  given  to  the  borrowings  made  by  Bres- 
,  1  painters  from  Venice  and  not  enough  to  the  independence  of 
iperament  with  which  they  selected  some  elements  and  reject- 
others.  Maria  Luisa  Ferrari's  book  is  an  anthology  of  Roman- 
's vast  oeuvrc;  unfortunately,  once  more  for  'technical 
sons',  not  presented  in  strict  chronological  order.  Romanino 
14S  W.  1560)  was  not  greatly  esteemed  by  his  contemporaries 
n  1520  the  board  of  works  of  the  cathedral  of  Cremona 
tened  to  break  a  contract  they  had  just  made  with  him  for 
ne  frescoes  in  order  to  award  the  commission  to  Pordenone. 
id  even  on  home  ground  much  of  his  work  is  to  be  found  in 
note  mountain  chapels  and  churches.  Wisely,  this  book  high- 
hts  some  paintings  and  frescoes  from  a  remarkable  late  manner, 
these  grotesque  figures,  observed  with  remarkable  verve  and 
mour,  appear  side  by  side  with  more  conventional  figures,  and 
;  execution  is  marked  by  a  rapid,  nervous  calligraphy  which 
itches  the  eccentricity  of  subject.  But  for  a  definitive  1110110- 
aph  on  Romanino  we  must  wait  for  a  book  from  Miss  Florence 
issofF. 

Savoldo  (c.  1480  >-d.  after  1548)  is  a  much  more  interesting 
tist  than  Romanino.  His  life  is  shrouded  in  obscurity.  For  more 
an  three  centuries  he  was  believed  to  have  been  a  nobleman 
ho  painted  solely  for  his  own  amusement,  and  the  rarity  of  his 
.intings  was  attributed  to  this  elegant  dilettantism,  which  was 
so  considered  as  explaining  the  elegance  and  refinement  of  his 
t.  Modern  research  has  shown  Savoldo  to  have  been  a  profes- 
>nal  artist.  But  beyond  that  he  registered  himself  as  a  painter  at 
orence  in  1508,  that  he  was  in  the  service  of  Francesco  Sforza, 
le  last  Duke  of  Milan,  and  that  he  spent  much  of  his  life  in 
enice,  we  know  little  more.  Savoldo's  paintings  show  that  he 
as  profoundly  influenced  by  Giorgione,  but  applied  Venetian 
ssons  to  his  own  purposes.  In  his  art  colour,  tone  and  light  never 
ireaten  to  dissolve  structure,  but  arc  used  to  enhance  it.  Yet 
avoldo's  most  fascinating  pictures  are  those  few  which  evoke 
mcless  Venetian  dreams  of  shepherds,  quiet  country  landscapes, 
young  man  playing  music.  We  can  see  in  the  London  National 
lallcry  something  of  Savoldo's  refinement  of  colour  and  Gior- 
jonesque  mystery  in  his  painting  of  the  Magdalen  (No.  2). 

Antonio  Boschetto's  presentation  of  Savoldo  is  clear  and  at- 
ractivc;  though  the  plates  once  again  fail  to  reproduce  'for 
cchnical  reasons'  the  painter's  work  in  chronological  order.  In  a 
>reface  Boschetto,  as  general  editor,  complains  that  critics  have 
nisundcrstood  the  nature  of  the  series,  which  is  intended  for  the 
irdinary  cultivated  public,  not  for  art-historians.  The  present 
■vriter  has  every  sympathy  with  his  aims,  but  at  the  risk  of  being 
:iiticised  like  others  for  his  'Anglo-Saxon  mentality',  he  must  say 
:hat  the  volumes  so  far  are  expensive  enough  to  justify  more  care 
;n  presentation  from  the  publishers,  and  that  the  coloured  plates 
.ire  sometimes  acts  of  cruelty. 

Antichi  Pinori  Italiani.  Scries  edited  by  A.  Boschetto,  published  by  Bramante  Editrice. 
I.  A.  Emiliani,  II  Bronzino  (with  ait  anthology  of  poems  edited  by  G.  C.  Baiardi),  i960. 
Pp-342,  pl-99  (some  coloured).  II.  M.  Luisa  Ferrari,  II  Romanino,  1961.  Pp.345,  pi. 
106  (some  coloured).  III.  A.  Boschetto,  Giovan  Gerolamo  Savoldo,  1963,  Pp.245, 
pl.S2  (some  coloured).  All  volumes  with  bibliography,  lists  of  works  and  figures  (some 
coloured)  in  text.  Each  volume  10,000  lire. 


Savoldo.  St.  Mary  Magdalen  approaching  the  Sepulchre.  34  >  31]  inches. 
Reproduced  by  courtesy  of  the  Trustees,  The  National  Gallery,  London. 
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The  Connoisseur's  Diary 

Italian  Art  at  the  Queen's  Gallery  :  American  Grenadier's  cap 
Langley  Bradley  of  St.  Paul's  :  Antiques  Fairs 


THIRD  exhibition  at  the  Queen's  Gallery, 
of  pictures  selected  from  the  English  Royal 
Collection  is  an  anthology  illustrating  the  royal 
taste  for  Italian  art.  From  the  magnificent  col- 
lection of  Charles  I,  among  paintings  by  Cor- 
reggio,  Gentileschi,  and  Giorgione,  is  the  Vase 
Bearers;  the  best  preserved  of  the  nine  canvases  of 
Andrea  Mantegna's  Triumph  oj  Caesar  at  Hamp- 
ton Court.  This  painting,  which  has  pride  of  place 
in  the  exhibition,  is  the  first  to  emerge  from  the 
hands  of  the  restorers,  and  reveals  lines  and 
details  of  background  landscape  which  would 
have  delighted  his  great  devotee  Roger  Fry. 

Either  side  of  the  Vase  Bearers  hang  four 
canvases  acquired  by  George  III  from  Consul 
Smith's  collection  of  Venetian  painting.  Two  by 
Visentini  and  Zuccarelli  demonstrate  Smith's 
love  of  Palladian  architecture,  and  two  large 
pictures  of  Venice  by  Canaletto  come  from  a 
series  of  views  of  the  Grand  Canal  which  feature 
predominantly  in  this  exhibition.  Two  interest- 
ing views  of  the  Thames  by  Canaletto  contrast 
strikingly  in  use  of  colour  with  his  Venetian 
paintings. 

Prince  Albert's  love  of  early  Italian  painting  is 
illustrated  by  Gentile  da  Fabriano's  Madonna  and 
Child  with  Atigcls  and  a  delightful  St  Peter  Martyr 
attributed  to  Fra  Angclico. 

The  selection  of  drawings  from  the  collection 
is  superb,  and  links  sketch  to  painting  where 
possible.  Ghirlandaio's  Head  of  an  Old  Woman, 
and  Filippino  Lippi's  Head  of  a  Man  are  two 
charming  studies.  This  exhibition,  whets  the 
appetite  for  further  and  more  specialized  illustra- 
tion of  Italian  art  from  the  Royal  Collection,  and 
is  a  further  gracious  expression  of  the  Queen's 
generosity  in  making  paintings  and  drawings 
from  her  splendid  collections  available  to  visitors. 
More  than  300,000  people  have  visited  this 
intimate  little  Gallery  since  it  was  first  opened. 
Her  Majesty  has  now  generously  taken  the  pro- 
ject a  stage  further  and  has  inaugurated  a  scheme 
whereby  monetary  awards  will  be  given  to 
young  art  students  to  enable  them  to  travel 
abroad  for  the  purpose  of  furthering  their  art 
studies.  This  will  start  next  summer  vacation. 

Rembrandt  and  Dutch  Engraving 

IN  the  first  of  a  new  series  of  exhibitions  of 
works  from  its  collections,  the  Print  Room  of 
the  Museum  of  Art  and  History,  Geneva,  is 
following  up  its  'Italian  Engraving  from  Man- 
tegna  to  Piranese'  and  'Diirer  and  German 
engraving  in  the  sixteenth  century'  with  a  dis- 
play from  its  collections  of  Dutch  copperplate 
engravings,  from  Lucas  de  Leyde  to  Rembrandt. 
This  exhibition  is  now  in  progress  until  the  end 


Eight-day  mantel  clock  formerly  in  the  Winter 
Palace,  Peking.  Height,  Il|  inches.  See  story 
'James  Cox's  Clock'. 


of  February.  In  the  main  the  220  exhibits  have 
never  before  been  shown,  many  being  late 
nineteenth-century  bequests  to  the  museum. 
The  Renaissance  is  represented  by  Lucas  de 
Leyde  and  his  school;  Mannerism  by  Goltzius 
and  Cornelis  Cort;  and  the  seventeenth  century 
by  Rembrandt,  his  collaborators  and  pupils,  and 
by  landscape  painters  such  as  Ruisdael,  Jan  v.d. 
Veldc,  Karel  Dujardin  and  Polter. 

Toulouse-Lautrec  in  Dresden 

MEMORIAL  exhibition  commemorating  the 
hundredth  anniversary  of  the  birth  of  Henri  de 
Toulouse-Lautrec  is  now  being  held  (until 
February  13)  at  Dresden's  Kupferstich-Kabin- 
ettes.  It  comprises  about  no  selected  drawings, 
etchings,  lithographs  and  posters,  as  well  as 
paintings  from  the  Dresden  Gallery.  This  is  the 
first  representative  Toulouse-Lautrec  exhibition 
seen  in  Dresden  for  many  years.  The  catalogue 
includes  the  permanent  collection  of  the  Dresden 
Kahinettc,  the  first  museum  seriously  to  collect 


the  work  of  this  artist  since  1895.  In  spite; 
works  lost  in  1945,  it  has  today  163  Toulouj 
Lautrec  works.  The  relative  catalogue  is  I : 
exceptionally  valuable  document. 

Two  Antiques  Fairs 

FOLLOWING  the  succession  of  antiques  fairsttii 
Paris,  Berne  and  Munich,  connoisseurs  have  bej 
left  with  the  general  impression  that  there  a| 
less  and  less  really  important  goods  on  tM 
market.  It  is  hoped  that  the  1965  Grosven; 
House  Fair,  and  that  scheduled  to  be  held  | 1 
Florence  next  year,  may  belie  that  imprcssiol 
At  all  three  of  these  fairs  the  standard  of  decor  d  1 
many  stands  was  remarkably  high.  Prices  at  tH 
Swiss  Fair  were  generally  reasonable,  which  on'1- 
might  expect  from  a  stable  country,  but  prices  I 
Munich  were  very  high  even  for  second-cla 
goods. 

Items  on  three  stands  at  Berne  attracts 
attention:  an  early  Louis  XV  console-table  1 
gilded  wood  (La  Vieille  Fontaine,  Lausanne 
some  beautiful  antique  and  primitive  pieo 
(Volmollcr,  Zurich  and  Basel),  fine  porcclai 
(ArsDomi,  Zurich).  At  Munich  (Haus  der  Kuns 
a  splendid  sixteenth-century  Persian  carpet  wa  • 
shown  by  Schurmann  of  Cologne,  fine  qualit 
silver  and  bronzes  by  Huelsmann  of  Hamburg 
primitive  objects  by  Bretschneider  of  Munic 
and  high  quality  eighteenth-century  furniture  h 
Galeric  Almas,  Munich. 

James  Cox's  Clock 

THE  unusual  eighteenth-century  mantel  cloc 
by  James  Cox  here  illustrated  is  one  that  will  b 
known  to  Mr.  Alan  Lloyd,  a  review  of  whos 
Dictionary  of  Clocks  appears  on  page  58.  Hi 
illustrated  it  in  an  article  which  he  wrote  in  Tli 
Antique  Collector  in  February,  195 1.  With  eight 
day  movement,  the  dial  surrounded  by  Batter 
"sea  enamel  miniatures,  a  label  on  the  revers'j 
indicates  that  the  clock  was  looted  from  th< 
Winter  Palace,  Peking,  in  1900.  It  was  acquirec 
by  'the  late  Czar  of  Russia  and  was  deposited  ii 
the  Peterhof '.  It  is  now  in  the  possession  o] 
Messrs.  Biggs  of  Maidenhead. 

St.  Paul's  Clockmaker 

ANY  collector  possessing  a  clock  made  by 
Langley  Bradley  has  a  timepiece  of  exceptional 
interest  by  a  first-class  maker  of  his  day.  The 
bracket  clock  here  illustrated  is  an  example  o! 
his  work,  and  is  a  rarity  because  so  few  now1, 
exist.  Bradley  perhaps  achieved  his  most  notable 
fame  in  the  great  turret-clock  that  he  made, 
against  strong  opposition  from  Tompion,  for  St.' 
Paul's  Cathedral.  It  did  fine  service  from  1708 
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jbore.  One  of"  the  earliest  pieces  of  American  military  dress  in  existence:  a  unique  Grenadier  cap  of  the  Newport  Light  Infantry,  a  corps  formed 
Newport,  Rhode  Island  in  1774.  This  cap  is  in  the  Military  Exhibition  at  the  Parker  Gallery,  I  Albemarle  Street,  London,  W.i.    Centre.  Twelve- 

I  high  English  goblet,  c.  1810,  engraved  with  the  Royal  National  Lifeboat  'Calouste  Gulbenkian',  a  British  lifeboat  acquired  with  a  ^25,000  grant 

II  the  Gulbenkian  Foundation ,  Lisbon.  The  goblet  is  now  at  the  Foundation's  headquarters  in  Lisbon  and  was  engraved  by  Miss  Honoria  Marsh, 
itockbridge,  England.    Right.  This  rare  bracket  clock,  c.  1705,  by  Langley  Bradley  has  recently  passed  from  Messrs.  Garrards,  London,  to  an  impor- 

Fnglish  private  collection.  See  story  'St.  Paul's  Clockmaker'. 


il  1892,  when  the  Big  Ben  clock  movement 
introduced.  Certainly  Bradley's  St.  Paul's 
:k  cost  the  City  of  London  less  than  Tomp- 
\  would  have  done.  The  latter  had  contrived 
ock,  at  a  cost  of  £3,000,  which  it  was  said 
uld  go  for  a  hundred  years  without  re-wind- 
.  Bradley's  bill  in  1708  for  his  clock  totalled 
08.  9s.  iod.  He  was  subsequently  paid  £100 
year  on  his  appointment  as  Keeper  of  the 
ick  to  St.  Paul's. 

/ictorian  Society:  Annual  Conference 

IE  Victorian  Society,  since  it  was  founded  in 
i8,  has  spent  most  of  its  time  in  the  struggle  to 
)tect  the  best  examples  of  Victorian  archi- 
ture  until  lately  condemned  almost  en  bloc  by 
i  pular  taste.  Yet  Victorian  literature  and  poetry 
J  to  a  lesser  extent  Victorian  music  and  paint- 
have  never  lost  their  popularity.  At  the 
ctorian  Society's  recent  annual  conference 
Id  at  Birkbeck  College,  with  Dr.  Nikolaus 
vsner  in  the  chair,  a  rare  attempt  was  made  to 
k  the  High  Victorian  achievement  in  litera- 
:e  and  music  with  that  in  the  visual  arts, 
rticipants  of  many  age-groups,  including 
;itors  from  America  and  several  universities, 
ard  the  President  of  Magdalen  College, 
xford,  speak  on  the  Pre-Raphaelites  and  their 
ckground,  and  Dr.  J.  M.  S.  Tompkins,  Royal 
olloway  College,  on  William  Morris'  'Earthly 
.radise'.  Mr.  Paul  Thompson  who  organised 
e  conference  spoke  on  the  Problem  of  Ugli- 
ss  in  Victorian  Architecture;  Mr.  Charles 
andley-Read  on  Architectural  Sculpture  and 
r.  Peter  Ferriday  on  Middle-Class  Patronage 
Victorian  Painting. 


The  conference  included  a  preview  of  William 
Dyce's  paintings  exhibited  at  Messrs.  Agnew's 
and  a  concert  of  Victorian  music  at  Leighton 
House,  London.  The  concert,  devised  and  intro- 
duced by  Dr.  Nicholas  Tempcrley  of  Clare 
College,  Cambridge,  included  music  by  Stan- 
ford, Stcrndale  Bennett,  and  Prince  Albert 
himself.  Old  friends  such  as  Balfe's  'Come  into 
the  Garden,  Maud'  and  Clay's  'I'll  sing  theesongs 
of  Araby'  were  heard  again.  This  is  thought  to 
have  been  the  first  serious  concert  devoted  en- 
tirely to  Victorian  music  by  English  composers 
since  the  Society  of  British  Musicians  was  dissolv- 
ed in  1869.  Certainly  it  was  the  first  to  be  televised. 

Now  that  Victorian  buildings  are  accepted 
more  widely  on  their  own  merits  as  well  as 
being  a  foil  to  the  negative  character  of  so  much 
contemporary  architecture,  the  Society  intends 
to  devote  more  time  to  the  study  of  other 
Victorian  and  Edwardian  arts.  The  Victorian 
Society  welcomes  new  members.  Further 
information  from :  Jane  Fawcett,  Secretary,  The 
Victorian  Society,  55  Great  Ormond  Street, 
London  W.C.i.  Subscription:  1  Guinea  per 
annum. 

Still-Life:  Our  Cover 

GERRIT  Willemsz  Heda  (died  before  1702)  was 
the  second  son  of  Willem  Claesz  Heda  and  in 
1642  was  known  to  have  been  his  father's  pupil. 
He  became  adept  at  many  forms  of  still-life 
subjects,  painting  chiefly  in  Haarlem,  specialising 
in  'breakfast'  subjects.  This  facet  is  admirably 
demonstrated  in  his  Still-Life  -  Breakfast  Table 
(panel,  24  x  3i|  inches)  a  detail  of  which  is  illus- 


trated on  our  cover.  The  work  is  signed  and 
dated  on  the  blade  of  the  knife,  Genet.  Heda 
1646.  Now  in  the  possession  of  Newhousc 
Galleries  Inc.  (15  East  57th  Street,  New  York, 
22),  this  resplendent  painting  was  formerly  in  the 
Baron  Buschmann  Collection,  Vienna.  Re- 
corded :  Niederlandisches  Kunstler-Lexikon  by  Dr. 
Alfred  von  Wurzbach,  Volume  I,  page  654;  and 
in  Kunstler-Lexikon,  Thicme-Becker,  Volume 
XVI,  page  215. 

In  Brief 

Sir  Pierson  Dixon's  book,  'Pauline,  Napoleon's 
favourite  Sister',  just  published  (Collins,  30  -) 
contains  many  references  to  her  house  in  Paris, 
now  the  British  Embassy  (see  pp.  2-9). 
Messrs.  Alee  Tiranti  (72  Charlotte  Street,  London, 
W.i)  are  preparing  a  book  on  English  Slipware 
(1600-1850).  The  author,  Ronald  Cooper,  would 
appreciate  information  or  photographs  of  pieces 
in  private  collections. 

Messrs.  D.  &  J.  Wellby's  lease  of  18  and  20 
Garrick  Street,  London,  W.C.2  being  ended, 
they  have  purchased  the  business  and  premises  of 
Messrs.  Boswell  and  Ward  of  30  Dover  Street, 
London,  W.i.  The  latter  firm  will  continue  to 
sell  china  and  furniture  from  that  address. 
In  Addition  to  the  sale  of  Oriental,  Greek  and 
Roman  antiquities,  antique  silver,  pictures  and 
drawings,  Messrs.  Spink  cV  Son  of  King  Street, 
St.  James's,  London,  S.W.I,  have  acquired 
adjoining  premises  at  47-48  Duke  Street.  This 
will  enable  them  to  open  their  long-planned 
new  department  for  the  sale  of  antique  English 
furniture. 
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Above.  M.  Walters  and  Son.  Ships  with  a  view  of  Liverpool.  Messrs.  Frank  T.  Sabin. 
Left.  Jean-Marc  Nattier.  Louis  XIV.  Messrs.  Wildenstein. 


Lc  Roi  Soleil 

A ROYAL  portrait  painter  with  a  truly 
grand  style  was  Hyacinthe  Rigaud.  Most  of 
us  know  his  picture  of  Louis  XIV  in  the  Louvre. 
Here  is  Lc  Roi  Soleil  replete  with  the  splendour 
of  his  personality  and  status — superb  pose  and 
expression,  magnificent  robes,  sceptre,  crown 
and  sword,  sumptuous  background  of  curtains 
and  classical  column.  Dated  1701,  it  marks  the 
apex  of  Rigaud's  career,  which  ended  with  his 
death  in  1743  at  the  age  of  82. 

An  identical  portrait  of  Louis  XIV  on  a  small 
scale  is  by  Jean-Marc  Nattier  (Wildenstein 
Galleries,  147  New  Bond  Street,  W.  1).  Un- 
dated, it  is  a  copy  after  Rigaud.  The  younger 
artist,  also  one  of  the  great  French  portrait 
painters,  was  obviously  influenced  by  his  fore- 
runner and  had  the  same  kind  of  success  as  a 
court  painter.  He  also  experienced  one  com- 
parable misfortune,  for  both  artists  were  in- 
volved in  the  financial  machinations  of  the 
Scottish  adventurer  John  Law,  losing,  as  many 
other  Parisians  did,  their  money. 

The  perfectly  finished  and  highly  detailed 
style  of  Nattier's  drawing  is  due  to  the  fact  that 
he  made  many  drawings  for  engravers,  notably 
from  pictures  by  Rubens  which  belonged 
originally  to  Marie  de  Medici.  The  drawing  of 
Louis  XIV  was  engraved  by  Drevet  in  1736.  It 
is  catalogued,  Fernand,  Engerand:  Inventaire  des 
Tableaux  commandis  et  <.  hetes  par  la  Direction  des 
Bdtiinents  du  Roi,  Paris,  1900:  p.  322:  and  cited, 


Pierre  dc  Nolhac  Nattier,  Peintre  de  la  Court  de 
Louis  XV,  Paris  1910:  pp  11  /12;  exhibited  at  the 
Wildenstein  Galleries,  1953,  Cat.  No.  27;  and  at 
the  National  Book  League,  1953,  Versailles,  The 
Chateau  and  its  History  in  Books  and  Pictures. 

Walters  and  Son 

A  MARINE  painting  with  warships  and  a  view 
of  Liverpool  in  the  background,  dated  1830,  by 
Walters  and  Son  (F.  T.  Sabin,  9  Albemarle 
Street,  W.i)  recalls  a  gifted  family  of  sailors, 
shipwrights  and  artists  who  originated  in  Pem- 
brokeshire in  the  eighteenth  century  and  lived 
in  Liverpool  and  Bootle  during  about  fifty 
years  of  the  nineteenth-century. 

Miles  Walters  (1774-1849)  was  a  considerable 
artist,  but  his  son,  Samuel  (1811-1882),  became 
a  noteworthy  Victorian  marine  painter.  Early  in 
life  he  assisted  his  father,  and  a  picture  of  H.M.S. 
Asia  in  action  at  the  Battle  of  Navarino,  a  series  of 
ship  studies  and  seascapes,  and  a  I  lew  of  Liverpool 
brought  him  into  prominence.  He  visited  the 
Medway,  London,  Scarborough,  Hastings,  Ply- 
mouth and  Holland.  Samuel  Walters  lived  for  a 
time  in  London,  but  returned  to  Liverpool  in 
1847,  eventually  settling  in  Bootle  where  he  was 
continuously  busy  painting  pictures  for  wealthy 
shipowners.  In  fact,  he  was  commissioned  to  do 
such  work  by  every  shipowner  ot  importance  111 
Liverpool  and  America.  Samuel  in  turn  was 
assisted  by  his  son,  George  Stanfield  Walters, 
who  lived  until  1924.  From  1842  to  1 861  Samuel 
Walters  exhibited  at  the  Royal  Academy,  and 


from  1830  until  1865  at  the  Liverpool  Acader 
of  Arts,  and  four  works  were  shown  at  the  Liv- 
pool  Society  of  Arts  from  1859  to  1862.  Tgl 
first  one-man  show  of  his  oils,  watercolo ; 
and  prints  at  the  Bootle  Art  Gallery  in  1959  \fl 
something  of  a  revelation  of  the  quality  aJ 
historic  value  of  his  work.  I  am  indebted  to  t; 
catalogue  for  the  foregoing  information  ab<t 
these  artists. 

Earlier  Warships 

IT  is  interesting  to  compare  the  Walters  picfil 
with  one  by  Cornelis  Verbeeck  of  Dutch  w 
ships  oft  Fort  Rammekens,  near  Flushi 
(Messrs.  Leggatt,  30  St.  James's  Street,  S.Wl 
Although  more  than  two  centuries  scpar: 
them,  the  motive  power  is,  of  course,  the  sail 
and  if  the  earlier  ships  are  more  decorativf 
beautiful  in  design  they  are  obviously  % 
speedy.  In  the  foreground  of  Verbceck's  pictd, 
there  is  a  man-of-war  with  the  Dutch  ensign  al 
Jack  and  a  flag  with  the  fleur-de-lis  at  the  mat 
A  smaller  ship  is  on  the  left  with  other  vcssK 
beyond.  The  fort  in  the  background  still  exist}! 

A  topographical  painting  of  Westminster  af 
was  in  the  second  half  of  the  eighteenth  centuR 
is  fascinating  to  study.  William  James,  BJ 
artist,  has  fastidiously  revealed  all  the  architj- 
tural  features,  and  some  ceremonial  watt- 
occasion  with  royal  and  other  barges  procccdij; 
towards  Lambeth  Palace  is  very  colourful.  Tj' 
House  of  Commons,  Westminster  Hall,  f 
Margaret's  and  the  four  towers  of  St.  John  : 
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liar  landmarks,  but  the  dignified  residences 
ie  river  bank  near  Westminster  Bridge  dis- 
arcd  when  the  Embankment  was  built, 
so  at  Messrs.  Leggatt's  is  a  brilliant  Romney 
h  of  the  Hon  Mrs.  Brownlovv-North  and 
young  son,  Francis.  A  small  landscape  by 
iam  Watts  has  authentic  feeling  for  the  sub- 
and  is  not  overwhelmed  by  Constable's  in- 
icc  like  much  of  this  artist's  work. 


Paul  Sandby 
TATELY  watercolour  of  the  Old  Bridge, 
ivibury,  by  Paul  Sandby  signed  and  dated 
,  (Mr.  John  Mitchell's,  8  New  Bond  Street, 
)  proves  that  the  artist,  although  75  at  the 
■,  retained  his  enthusiasm  and  vigorous 
ightsnianship.    He    had    been  prominent 
ughout  the  previous  fifty  years,  playing  an 
ortant  part  in  the  art  of  his  time  and  the 
f|  idation  of  the  Royal  Academy,  and  achiev- 
.1  very  large  number  of  paintings  and  draw- 
including  the  splendid  collection  of  his 
ks  m  the  royal  archives,  Windsor.  Nonc-the- 
in  old  age  Sandby  failed  to  assure  his  posi- 
materially.  He  is  said  to  have  expended 
.000  on  his  eldest  son  who  obtained  a  com- 
mon in  the  army  and  died  in  1793,  and  he  had 
;r  troublesome  family  responsibilities.  In 
9  Sandby  applied  for  the  Librarianship  of  the 
'al  Academy  as  his  great  friend  Richard 
[son  had  done  in  1776  for  the  same  reason — 
!  ieeded  the  salary. 
:  may  be  that  Sandby's  style  had  gone  out  of 
lion  as  a  result  of  the  rise  of  the  new  water- 
)ur  school,  exemplified  in  Turner,  Girtin  and 
r  immediate  contemporaries.  In  such  cir- 
nstances,  the  thought  that  he  had  contributed 
r.uch  to  English  art  may  not  have  consoled 
1  for  financial  anxieties. 

n  1965  Sandby's  landscapes  and  charming 
.ire-drawings  are  much  in  vogue  again  at 
h  prices.  The  Old  Bridge,  Shrewsbury  is  a  fine 
cimen,  and,  incidentally,  Richard  Wilson  also 


Cornelis  Verbeeck.  Dutch  warships  off  Fori  Rammekens,  near  Flushing.  Messrs.  Leggatt. 


painted  this  subject  before  he  w  ent  to  Italy  (now 
in  the  National  Museum  of  Wales).  There  arc 
two  other  Sandby's  at  Mr.  Mitchell's. 

The  Watercolour  World 

A  FEATURE  of  the  current  exhibition  of  old 
English  watercolours  at  Messrs.  Agnew  is  a 
series  of  works  by  Michael  Rooker.  In  such  a 
picture  as  Monow  Bridge,  Monmouth  we  have  a 
typical  example  of  this  artist's  style  with  its 
delicate  yellow-greens  and  generally  suave 
effect  founded  on  a  careful  drawing.  Rooker 
was  among  the  early  and  best  topographical 
draughtsmen  and  was  much  addicted  to  ruins, 


*ul  Sandby.  The  Welsh  Bridge  at  Shrewsbury.  Messrs.  John  Mitchell  and  Son. 


travelling  about  the  southern  counties  especially, 
and  to  Wales.  Pupil  of  Paul  Sandby  who  nick- 
named him  Angelo  as  an  appendix  to  the 
Michael  he  was  happy  to  adopt  this  compliment. 
Rooker  was  also  scene  painter  at  the  Haymarket 
Theatre,  and  for  the  nonce  became  Signor 
Rookerini,  probably  in  deference  to  Italian  taste. 
Another  important  drawing  by  him  is  of  Queen's 
College,  Oxford. 

A  group  of  Edward  Lear's  of  Italian  places  will 
interest  the  connoisseurs  of  this  prolific  artist. 
John  Carter's  drawings  are  seldom  seen  in  the 
salerooms,  but  he  was  a  good  architectural 
delineator  in  the  second  half  of  the  eighteenth 
century.  Archaeologist,  musician  and  draughts- 
man to  the  Society  of  Antiquaries,  his  dates  are 
1748-1817. 

Other  artists  represented  at  43  Old  Bond 
Street  are  Edward  Dayes,  Rowlandson,  David 
Cox,  Copley  Fielding  and  Paul  Sandby.  I  was 
glad  to  see  Mr.  Leslie  Worth,  a  contemporary 
watcrcolourist  and  Associate  of  the  Royal 
Watercolour  Society,  taking  a  worthy  place 
among  his  forerunners. 

Upper  Grosvenor  Galleries 

CONRAD  ROMYN  whose  exhibition  is  now 
running  at  19  Upper  Grosvenor  Street,  W.I.,  is 
fundamentally  an  Expressionist,  and  some  of  his 
pictures  have  considerable  force  of  statement  and 
fine  colour,  notably  a  Shepherd  with  Sheep.  There- 
are  some  vivid  beach  scenes  with  crowds  of 
figures  enjoying  themselves. 

Romyn  is  better  known  on  the  continent 
where  he  has  had  several  exhibitions,  the  1958 
Societe  de  l'Ecole  Francaisc  Festivale  Inter- 
nationale de  Peinture,  Villefranchc,  at  the 
Galerie  Colisee,  Paris,  and  the  Galerie  de 
Tableaux  Lucy  Krohg  being  among  the  more 
recent.  He  exhibited  in  London  at  the  R.I.B.A. 
Galleries  in  1955.  The  show  at  the  Upper 
Grosvenor  Galleries  closes  on  January  21st. 
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I.  Douanier  Rousseau:  War.  Musee  National  d'Art  Moderne. 


Paris  Dispatch 


FROM  GERALD  SCHURR 


Paris  in  search  of  naivete 

IS  the  present  trend  due  to  the  uncertainty  that 
hangs  over  the  future  of  some  forms  of  abstract 
art?  At  this  moment  Paris  is  submerged  in 
'naive'  painting:  Primitives  of  the  twentieth 
century,  Instinctives  and  other  'makers  of 
dreams'  occupy  all  the  Galleries  of  the  capital. 
It  is  popular  poetry's  revenge  over  intellcctu- 
alism.  But  alas !  not  all  Customs  officers  can 
paint  like  Rousseau,  and  the  dividing  line  be- 
tween naive  painting  and  bad  painting  is 
blurred:  many  of  these  exhibits  cross  the  line 
quite  shamelessly. 

After  Rotterdam  it  is  now  the  turn  of  the 
Musee  National  d'Art  Moderne  to  show  an 
International  Exhibition  of  Naive  Painting :  the 
list  of  the  Rousseaus  alone  (twenty-six  first 
class  canvases)  would  suffice  to  justify  this. 
Rousseau  is  a  real  painter,  and  the  spectator  does 
not  have  the  same  feelings  when  he  contem- 
plates, for  example,  War,  or  even  the  disturbing 
hallucinations  of  Seraphine  Louis,  as  he  does 
before  some  naive  scene  of  poorer  quality,  more 
touching  for  the  awkwardness  with  which  the 
ingenuous  vision  is  painted  than  for  its  tonal 
harmonies.  This  is  the  conclusion  reached  as  we 
look  at  the  group  of  Instinctives  at  the  Galerie 
Charpentier,  namely,  that  this  choice  of  two 
hundred  and  fifteen  canvases  would  have  gained 


a  great  deal  by  being  reduced  to  half  its  number, 
partly  because  certain  painters,  such  as  Aristide 
Caillaud  or  Jean  Eve,  have  gone  past  the  'naive' 
stage,  and  partly  because  many  others  are  neither 
painters  nor  naive.  One  must  however  pay  a 
warm  and  well  deserved  tribute  to  Andre 
Bauchant  who,  in  spite  of  his  sly  peasant's 
tricks,  has  been  able  to  preserve  his  own  in- 
stinctive simplicity. 

Curiously  enough,  the  Yugoslav  peasants 
reveal  themselves  as  painter  poets,  with  a  charm 
which  is  further  enhanced,  in  our  eyes,  by  their 
exiled  condition.  They  can  be  seen  in  the  two 
Exhibitions  already  referred  to,  and  also  at  the 
Galerie  Mona  Lisa  (32  rue  de  Varenne)  among 
the  angelic  colours  of  the  carpenter  Rabuzin  and 
the  fantastic  visions  of  the  Frenchman,  Schwart- 
zenberg.  Here  is  to  be  found,  in  truth,  a  real 
spring  of  purity. 

The  centenary  of  Toulouse-Lautrec 

'TO  present  the  truth  is  my  ideal',  Lautrec  used 
to  say.  This  aphorism  is  illustrated  in  the  whole 
of  his  work  exhibited,  for  the  hundredth  anni- 
versary of  his  birth,  at  the  Musee  du  Petit- 
Palais.  The  enormous  mass  of  legends  that  have 
gathered  around  his  name  during  the  last  sixty 
years  has  disfigured  the  painter's  real  counten- 
ance. The  picturesque  aspects  of  his  person  have 


led  his  biographers  astray,  just  as  the  appare 
artlessness  and  novelty  of  his  work  have  led 
his  being  for  so  long  classed  as  a  caricaturist, 
spite  of  being  one  of  the  most  outstandii 
masters  of  modern  art.  The  whole  exhibition  | 
his  confession,  his  private  diary :  the  astonish 
revelation  of  a  painter  who  was  seductive 
yet  soured,  inquisitive  and  yet  detache 
passionately  interested  in  all  that  conce 
man's  behaviour  and  yet  very  different  from  I 
desperate  dwarf,  the  shameless,  resigned  mon 
ster  that  we  thought  we  knew. 

The  two  hundred  works  here  exhibited 
able  us  to  make  a  useful  revaluation:  it  seer 
clear  that  Lautrec  can  no  longer  be  classed  as  1 
has  been  for  too  long,  with  either  the  Impre 
sionists  or  the  post-Impressionists.  If,  like  ther 
he  uses  his  colours  in  juxtaposition,  draws  wit! 
his  pigment  and  nervously  'scratches'  his  ca 
vas,  he  is  none  the  less  strictly  bound  to  a  clea 
sharp  graphism  which  permits  him  to  give 
models  their  peculiar  character,  physical  anc 
moral,  in  the  most  precise  and  provocative  way 
and  to  give  movement  its  life.  For  it  is  always  I 
human  being  who  is  important,  and  the  painter'; 
skill  is  exercised  with  wit,  but  rarely  with  cruelty, 
on  the  characters  who  were  so  familiar  to  him  j 
singers  at  the  cafes-concert  and  prostitutes.  He 
is  an  observer;  he  never  judges  or  takes  sides,  and 


SO 


in  this  profound  sympathy,  without  com- 
[  ion  as  without  bitterness,  which  he  shows 
t  his  models  that  he  communicates  to  us  the 

e  of  profound  humanity  that  makes  him 

i  so  close. 

•ulptures  and  tapestries  at  Royauniont 

E  venerable  halls  of  Royaumont,  near 
.ntilly.  for  the  first  time  house  an  Exhibition 
NXtnary  importance:  sculptures  and  tapes- 
i  by  contemporary  masters.  In  fact,  even  if 
manifestation  organised  by  Madame  Stern 
<  not  exactly  correspond  to  the  term :  'intc- 
ion  of  arts'  which  is  applied  to  it,  the  visitor's 
isure  is  no  less  lively :  the  examples  have  been 
t  carefully  chosen.  The  gardens,  peopled 
h  monumental  sculptures,  have  taken  on  a 
I  aspect.  In  the  rooms  the  old  walls  have 
,ic  to  life  under  tapestries  by  Prassinos 
icbeth),  Singier  (the  Lyre-bird),  Manessier 
anies)  and  Piaubert  (Everything  dies),  all  of 
ich  serve  as  magnificent  backcloths  to  the 
cious  stones  of  Gilioli,  the  aluminiums  of 
jdu,  the  reliefs  of  Andreou  and  the  bronzes  of 
dcra,  Matta  or  Cesar. 

\  glance  at  forthcoming  Antique  Fairs 

LESE  fairs  occupy  an  increasingly  important 
ce  in  the  life  of  antiques.  The  Salon  des  Anti- 
n  -  et  Decorateurs  at  the  Grand-Palais  in 
s,  which  closed  its  doors  on  the  iSth  Octo- 
had  registered  a  record  number  of  visitors, 
•cisely  522,315.  Forthcoming  fairs  are:  19-31 
ireh,  Brussels;  May,  London  (Chelsea) ;  June, 
■lft;  9-24  June,   London  (Antique  Dealers 
ir,  Grosvenor  House);  end  of  August  to 
ginning  of  September:  London  (Kensington 
uique  Fair). 

The  most  spectacular  of  these  Exhibitions  is 
doubtedly  the  Biennale  of  Florence,  sup- 
rted  by  most  of  the  great  international 


dealers.  It  will  be  held  in  1965,  18th  September — 
1 8th  October,  in  the  Palazzo  Strozzi,  one  of  the 
most  beautiful  patrician  houses  of  this  city  of  the 
Medici. 

News  from  Switzerland 

IN  Geneva  the  Galerie  Krugier  opens  its  salons 
in  November  and  December  to  an  international 
Exhibition  of  painting  and  sculpture  by  artists 
under  forty  years  of  age. 'RencontrcsJcunePein- 
turc'  comprehends  figurative  and  non-figurative 
works  signed  by  such  varied  names  as  Gene- 
vieve Asse,  Castillo,  Aeschbacher,  Uhry, 
Bretholleau  or  Raneillec,  etc. 

In  Basle,  9th  November — 30th  January,  the 
Galerie  Beyeler  organises  a  review  of  the  work 
of  the  'pioneer'  of  non-figurative  art,  Piet 
Mondrian,  whose  pictures  constitute  a  sort  of 
Bible  for  Geometrical  Abstract  painters. 

The  goldsmiths'  work  of  Strasburg 

IN  1789  there  were  a  hundred  and  six  gold- 
smiths' workshops  in  Strasburg.  In  the  Gallery 
of  Jacques  Kugel  (7  rue  de  la  Paix)  may  be  seen 
an  Exhibition  of  the  'Golden  Age  of  the  Gold- 
smiths of  Strasburg',  organised  for  the  benefit  of 
the  silver  collections  in  the  museum  of  the  city. 
More  than  two  hundred pieccsof  silver-gilt:  the 
ceremonial  sword  of  the  Prince  Bishop  of  Stras- 
burg in  the  seventeenth  century  is  displayed  side 
by  side  with  the  keys  of  the  city,  offered  to 
Napoleon  I  after  the  battle  of  Austerlitz.  In  this 
'Free,  Imperial  and  Royal  City'  which  has  its 
share  of  German  technique  and  Parisian  ele- 
gance, the  goldsmiths  enjoyed  a  privileged 
position. 

It  seems  somewhat  surprising  that  official 
museums,  generally  very  punctilious  about  such 
matters,  should  have  made  use  of  commercial 
premises,  but  nevertheless  we  must  congratulate 
the  organisers  of  this  interesting  exhibition. 


2.  Schwartzenberg :  Arc  de  Triomphe.  Calerie 
Charpentier. 


■ 


.  Sculptures  and  Tapestries  at  Royaumont.  Tapestries  by  Jullien  and  Wogensky.  Sculp- 
ures:  to  the  left,  Giacometti ;  in  the  centre,  Hajdu;  to  the  right,  Cesar.  (Copyright  by 
iisele  Freund,  12  rue  Lalande,  Paris  XIV.) 


4.  Toulouse-Lautrec:  Jane  Avril  dancing,  1872. 
Exhibition  at  Petit-Palais. 
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Gericault  in 
collections 


French  private 

jt 

JACQUES  FISC 


SINCE  the  first  exhibition  of  the  'Centenary  of  the  Death  of 
Theodore  Gericault'  at  the  Hotel  Charpcntier  in  1924,  there 
has  been  no  exhibition  in  Paris  which  gives  a  comprehensive 
review  of  this  master's  work.  Moreover,  in  view  of  the  very 
restricted  number  of  works  attributed  to  him,  we  now  realise 
more  than  ever  that  Theodore  Gericault,  in  spite  of  being  the 
nineteenth-century  artist  who  is  nearest  to  our  own  times  both  in 
his  qualities  as  a  painter  and  in  his  thought,  is  still  largely  unap- 
preciated. Since  the  master's  death  his  pictures  have  remained  in 
the  possession  of  a  small  number  of  enthusiastic  collectors  who, 
from  one  generation  to  another,  have  naturally  kept  them  in  their 
own  hands.  It  is  these  collectors  who  collaborated  in  the  presen- 
tation of  the  recent  comprehensive  exhibition  at  Galeric  Claude 
Aubry  (2  rue  des  Beaux- Arts,  Paris). 

Among  about  forty  paintings  and  sixty  drawings,  washes  and 
watercolours  impartially  chosen  (and  we  know  how  complex 
this  problem  is  in  all  that  concerns  this  master)  was,  from  his 
early  period,  the  Red  Lancer  from  Baron  Elie  de  Rothschild's 
collection,  and  the  sketch  for  the  Light  Cavalry  Officer  Charging 
from  another  Pans  collection.  Among  the  numerous  studies  for 
his  Raft  of  the  Medusa  was  one  of  the  finest  unpublished  works  of 


this  exhibition:  the  combined  sketch  (pen,  sepia  and  goua 
formerly  in  the  Walferdin  collection,  now  the  property  of 
Claude  Aubry.  There  was  also  the  superb  study  of  'anato 
fragments'  originally  in  the  collection  of  the  Duke  of  Tre 
now  belonging  to  M.  Robert  Lebel,  and  the  Guillotined 
from  the  Dubaut  collection.  From  his  English  period  there 
the  graceful  Amazon  on  a  piebald  horse.  This  was  used  for  the  co 
of  the  Exhibition  catalogue  and  for  the  poster.  Finally,  the 
number  of  studies  of  Orientals,  horses,  and  wild  animals, 
scenes  of  ancient  times,  of  great  variety  and  consum 
quality,  show  the  fullness  of  a  life  that  was  cut  short  too  soo 
life  dedicated  to  the  study  of  life  and  death,  strength  and  w 
ness,  beauty  and  ugliness,  the  sense  of  justice  and  the  love  of  fo 
The  handling  is  free,  varied  and  full  of  contrasts,  subject 
diverse  influences  and  yet  always  characteristic  of  the  painte 
The  important  catalogue  published  for  this  exhibition 
edited  with  scholarly  care,  and  reproduced  all  the  pictures  sho 
It  marked  an  important  milestone  among  the  works  devote 
the  study  of  Theodore  Gericault,  and  was  sold  in  aid  of 
Society  of  Friends  of  the  Louvre,  who  gave  its  patronage  to 
unusual  exhibition. 


Above.  Gericault.  The  English  Smithy,  oil  on  canvas,  33  40  cm. 
Georges  Remind  Collection. 


Left.  Gericault.  Portrait  of  a  young  negro,  oil  on  canvas,  52  X  42 
M.  Pierre  Dubaut  Collection. 
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International 
Saleroom 


.  Sir  Alfred  Munnings,  P.R.A.  Gordon  Richards  at  a  Start  on  'Highstakes',  signed,  panel 
)J  X  23|  inches.  ,£7,350,  auction  record  for  a  Munnings,  previous  record  £3,600 
Christie's).  2.  One  of  a  pair  of  carved  walnut  chairs,  French,  c.  1740.  D.M.  4,000  (Kuns- 
tiaus,  Cologne).  3.  Thomas  Rowlandson,  The  Launching  of  H. M.S.  Hihemia  at  Devon- 
ort,  1804,  ex  the  Sir  Bruce  Ingram  Collection.  £550  (Sotheby's).  4.  Portrait  roundel, 
ngraved  by  Dominik  Bimann,  4  inches  diameter,  signed  D.  BIMANN,  c.  1853,  ex  the 
Seek  Collection.  £1,650  (Sotheby's).  5.  Louis  XV  gold-mounted  shell  snuffbox,  by 
larnabe  Sageret,  signed  on  the  rim  Sageret,  Paris,  bearing  his  mark,  1746,  and  the 
oincons  of  Antoine  Leschandel,  4  inches  long.  £13,650  (Christie's). 
^1=  11.10D.M. 
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6.  One  of  a  pair  of  eighteenth-century  chandeliers.  Danish  Kr.  38,000  (Arne  Bruun  Rasinussen; 
Copenhagen).  7.  George  II  oval  soup-tureen  and  cover,  12  inches  wide,  by  Charles  Kandler,  1728 
£1,950  (Christie's).  8.  One  of  a  pair  of  figures  of  cockatoos,  modelled  by  J.  J.  Kandler,  8.1  inches  high 
blue  crossed  swords  marks  under  the  base.  £6,090  (Christie's).  9.  Cornelis  Holsteyn.  Portrait  of Reyniei 
Pauw  with  his  wife  Adriana  and  his  family  in  the  garden  of  their  house,  Westwijck,  signed,  41  .67  inches 
£2,940  (Christie's).  10.  Louis  XVI  commode,  signed  P.  Roussel,  M.E.,  51  inches  wide,  ex  Castlewellar' 
Castle  Sale,  Ulster.  £1,550  (John  Ross,  Belfast). 
£1  =  19.30  Danish  Kroner. 
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13 


12 


il.  Late  fourteenth-century  oak  chest,  61  inches  long,  ex  Old  Manor  Place,  Pulborough,  Sussex. 
£125  (King  &  Chasemore,  Pulborough).  12.  One  of  a  pair  of  Louis  XV  acajou  and  faux-satine 
marquetry  commodes  with  gilt-bronze  mounts.  Dollars  14,000  (Parke-Bernet,  New  York).  13. 
George  II  two-handled  cup  and  cover,  I2|  inches  high,  fully  marked  on  body  and  lid,  by  Henry 
Tudor  and  Thomas  Leader,  Sheffield,  1773.  £270  (Sotheby's).  14.  George  II  gilt  casket,  London,  by 
[ohn  White,  with  the  arms  of  Beaufort,  Duke  of  Somerset.  Bought  by  Mr.  Thomas  Lumley,  of 
London,  for  £1,550  (Knight,  Frank  &  Rutley,  London).  15.  Rare  harvest  jug,  the  whole  coloured  in 
three  shades  of  blue,  inches.  £380  (Sotheby's). 
£1=  2.79  Dollars. 


55 


16.  Max  Slevogt  (1868-1932).  Still  Life  with  Fruit  and  Flowers.  D.M.  49,000  (Weinmiiller,  Munich).  17.  Pablo  Picasso.  Verre,  bouquet,  guit  are,  bouteille,y. 
X  32  inches.  Dollars  117,500  (Parke-Bernet).  18.  Paul  Gauguin.  Tahitienne  et  Garcon,  signed  and  dated  '99,  36J  23  inches.  £90,000  (Sotheby's).  I' 
Arthur  Devis.  Portrait  of  George,  1st  Lord  Lyttelton  of  Frankley,  his  brother  Lieutenant-General  Sir  Richard  Lyttelton,  K.B.,  and  Sir  Richard's  wife,  Rachae 
signed  and  dated  1748,  49A  X  39J  inches.  Ex  Mrs.  Robert  Tritton  Collection.  Bought  by  Messrs.  Leggatt  Brothers  for  £18,900  (Christie's).  20.  Lou; 
XVI  table  ouvrage,  signed  J.  Manser,  26  inches  wide.  £2,900  (Motcomb  Galleries,  London). 
£1  =  11.10  D.M. 
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The  Art  Market 


I  ~*  H  E  R  h  are  two  extreme  attitudes  to- 
wards art.  The  first  is  typified  by  the  Will 
an  old  lady  who  died  recently  leaving  the 
due  of  her  substantial  capital  to  be  divided 
ween  the  National  Arts  Collections  Fund  and 
)  animal   welfare  societies.  Diametrically 
loscd,  is  the  view  of  those  collectors  whose 
.-rest  is  almost  entirely  mercenary,  who  are 
iccrned  with  art  as  an  investment,  not  so 
,ch  as  a  means  of  securing  capital  but  of  in- 
asing  it.  This  last  point  is  encouraged  by  some 
ilers  and  auctioneers,  and  indirectly  by  the 
<    .-room  correspondents,  who  report,  for  ex- 
pic,  the  sale  of  a  painting  by  Sir  Alfred 
innings  for  £7,350  (at  Christie's:  Gordon 
hards  at  a  start  on  'Highstakes')  when  the 
I   ;vious  highest  auction  price  for  the  artist  had 
SB  £3/,oo:  or  OI"  an         mastcr  drawing 
I  ling  for  £1,050  (at  Sotheby's:  School  of 
'  dua,  Portrait  of  a  young  man,  15th  century) 
11c h  in  1948  had  realised  only  £31. 
If  such  reports  mean  anything,  they  mean  that 
'  :  rising  interest  in  the  art  market  is  creating  an 
reasuig  demand,  so  forcing  prices  up  over  the 
10k  field,  with  occasional  spectacular  in- 
nces.  Capital  profits  can  clearly  be  made  in 
■  art  market,  after  making  due  allowance  for 
relatively  slow  reaction  to  any  upward  rcvalu- 
on,  A  'timeless'  capital  gains  tax  is  proposed 
the  new  British  government,  and  it  is  possible 
at  it  may  be  applied  to  the  art  market.  Cer- 
nly  such  a  move  would  be  welcomed  in  Paris 
here  it  is  thought  that  the  auction  rooms  there 
ould  then  be  better  able  to  compete  with 
Midon.  But  a  domestic  capital  gains  tax  is  not 
:ely  to  affect  the  international  trade  on  which 
e  British  salerooms  have  prospered  for  so 
ng;  antiques,  works  of  art  and  collectors 
eces  were  specifically  excluded  from  the  wide 
nging  import  duty  recently  imposed,  and  it 
doubtful  whether  any  government  would 
ant  to  discourage  a  trade  which  for  its  size  is 
)  conspicuously  successful  with  exports. 
In  the  meantime,  the  British  Antique  Dealers' 
ssociation  is  giving  serious  and  long  overdue 
tendon  to  the  matter  of  'the  Ring'.  Extremely 
:tailed  accounts  of  some  of  the  worst  excesses 
ere  published  in  consecutive  issues  of  The 
uiidtly  Times,  and  a  subsequent  meeting  of  the 
iouncil  of  the  B.A.D.A.  passed  the  following 
-•solution:  'That  this  Council  is  determined  to 
ike  steps  to  prevent  members  of  the  Association 
iking  part  in  illegal  Knock-outs.'  We  shall  see. 

Details  of  some  of  the  more  interesting  items 
old  at  auction  are  given  below. 

Pottery  and  Porcelain 

IOYAL  WORCESTER  Indigo  Bunting  Cock  on 
prig  of  plum  (height  8f  in.,  gold  W,  signed 
3orothy  Doughty,  1943,  repaired,  $4,750 
}arke-Bernet).  Dutch  Delft  dishes,  decorated 
■vith  arms  and  mantling  painted  and  gilded 


(diam.  14  in.,  dated  1674,  pair  £1,029  Chris- 
tie's). Whieldon  hawk,  perched  on  a  tree  stump, 
covered  with  blended  glazes  (height  8  in.,  £640 
Phillips,  Son  and  Neale).  Chelsea  cuckoos 
perched  on  tall  tree  stumps  applied  with  flowers 
(height  7J  in.,  raised  red  anchor,  pair  £1,250 
Sotheby's).  Meissen  St.  Anthony  of  Padua,  kneel- 
ing, left  hand  to  breast,  all  except  head  in  white 
(height  12  in.,  crossed  swords  in  underglaze- 
blue,  £620  Sotheby's).  Lambeth  delft  'Fecondite' 
dish  with  a  reclining  Venus  and  several  gamboll- 
ing children  (width  19I  in.,  £160  Sotheby's). 
Staffordshire  model  of  Windsor  Castle  (width  7 
in.,  inscr.,  £29  Christie's).  Salt-glaze  owl  jug,  in 
white  with  brown  slip,  head  detachable  to  make 
a  cup  (height  8  in.,  mid  18th  cent.,  £340 
Phillips,  Son  and  Neale).  Chelsea  fable  dish, 
silver  shape,  painted  with  'The  Tygre  and  Fox', 
flowers  and  insects  (width  13  in.,  raised  anchor 
period,  £1,050  Sotheby's).  English  delftware 
fuddling  cup,  formed  of  3  pear-shaped  vases  with 
entwined  loop  handles,  painted  with  peonies  and 
lotus  (height  4  in.,  17th  cent.,  £85  Sotheby's). 
Capodimonte  coffee  pot  and  cover,  baluster  shape 
with  crabstock  handle  entwined  with  foliate 
meander,  applied  daisy-like  flowers  gilded  only 
(height  iof  in.,  large  fleur-de-lis  in  blue,  £330 
Sotheby's).  Doccia  group  of  St.  John,  the  Blessed 
Virgin  and  Mary  Magdalene  at  the  foot  of  the 
cross,  swirling  composition  (height  13  in.,  by 
Massimiliano  Soldani-Bensi,  £546  Christie's). 
Ralph  Wood  squirrel,  wearing  a  collar  and  chain 
seated  eating  a  nut  (height  7J  in.,  £3^0  Phillips, 
Son  and  Neale).  Liverpool  delft  vase  and  cover, 
bulbous  baluster  shape,  painted  with  a  flowering 
peony  with  gnarled  stem  and  large  blooms  all 
springing  from  rockwork  (height  174  in.,  £140 
Sotheby's).  Hochst faience  turkey  tureen  and  cover, 
the  bird  stands  displaying  a  long  tail  (155  X  19^ 
in.,  £260  Sotheby's).  Chelsea  yellow-ground  dish, 
painted  with  flowers  and  moulded  with  4 
basket-weave  panels  (width  io|  in.,  raised 
anchor  period,  £270  Sotheby's).  Staffordshire 
David  Garrick  as  Richard  III  seated  under  a 
canopy;  after  Hogarth  (height  10  in.  £23 
Christie's).  Bristol  wall  pocket,  waisted  body  with 
a  bearded  mask  below  a  fox  mask  with  wings 
(height  8£  in.,  inscr.  P:M  1769,  £62  Sotheby's). 
Marseilles  faience  tureen  and  cover,  painted  with 
bouquets  of  flowers  within  raised  rococo 
borders,  knop  formed  of  crustaceans  and  a  fish 
(length  15J  in.,  Veuve  Pcrrin  factory,  £440 
Sotheby's).  Rouen  blue  and  white  charger  decor- 
ated with  radiating  ferronnerie  centering  arms 
(diam.  21  i  in..  £170  Sotheby's). 

Silver 

George  II  candlesticks,  shaped  bases  with  coiled 
scrolled  corners,  cast  and  chased  with  flowers, 
stems  as  caryatid-like  amorini  supporting  the 
sockets  (height  iof  in.,  Paul  de  Lamerie,  1742, 
70  oz.  13  dwt.,  pair  £5,000  Christie's).  American 
tea  and  coffee  service,  plain  oblong  vase  form  on 


moulded  feet,  gadrooned  rims  (height  10$  in., 
by  John  Baptiste  Dumoutet,  Philadelphia,  c. 
1810,  also  marked  with  an  eagles'  head  in  an 
octagonal  punch  and  a  spray  of  leaves,  104  oz. 
17  dwt.,  5  pieces  £780  Christie's).  George  I 
octafoil  salver,  plain  upcurved  border  (diam.  12J 
in.,  by  Peter  Archambo,  1723,  42  oz.  14  dwt., 
£700  Christie's).  George  I  waiters,  flattened 
qaatrefoil  shape,  deep  upcurved  sides  (width  6£ 
in.,  by  Edward  Cornock,  1723,  26  oz.  16  dwt. 
pair  £4,000  Sotheby's).  Two-handled  oval  basket, 
horizontally  ribbed  sides  (width  11%  in.,  by  Paul 
Storr,  1794,  24  oz.  13  dwt.,  £530  Christie's). 
Queen  Anne  chocolate-pot,  paunchy  cylindrical 
body,  chased  with  shallow  fluting  and  foliate 
panels,  fluted  domed  cover,  plain  spreading  foot 
(height  9  in.,  by  Samuel  Thome,  1707,  19  oz.  5 
dwt.,  £1,050  Christie's).  William  and  Mary 
tankard,  of  Scandinavian  inspiration  with  cylin- 
drical body  on  3  lion  couchant  feet,  plain  cover 
(height  7^  in.,  by  Robert  Cooper,  1692,  31  oz., 
£700  Christie's).  German  silver-gilt  covered  bowl 
and  stand,  the  former  of  ecuelle  type  with  lug 
handles,  the  latter  of  shaped  square  outline,  the 
borders  uniformly  chased  with  scrolling  strap- 
work  and  shells  on  a  matted  ground  (diam.  5J 
in.,  by  Johann  Erhard  Heuglin  II,  Augsburg,  c. 
1725,  24  oz.  5  dwt.,  £1,350  Sotheby's).  Com- 
monwealth flagon  and  cover,  plain  cylindrical  form 
with  broadly  spreading  foot,  scroll  handle, 
cover  with  thumbpiece  pierced  with  a  heart 
(height  11  in.,  mark  IW  a  tun  below,  1657,  40 
oz.  19  dwt.,  £1,800  Christie's).  George  I  circular 
dish,  sides  with  27  flirtings  and  scalloped  rim 
(diam.  9J  in.,  by  Anthony  Stanley,  Dublin, 
1715,  14  oz.  5  dwt.,  £1,350  Christie's).  Octag- 
onal sauce-tureens,  covers  and  stands,  borders 
applied  with  broad  bands  of  vine,  tureens  with 
sphinx  mask  and  lion's  paw  feet,  covers  with 
serpent  ring  handles  on  rosettes  of  pea-pods  and 
leaves  (width  q\  in.,  by  Benjamin  Smith,  1808, 
88  oz.  5  dwt.,  pair  £760  Christie's). 

Watches,  Scientific  Instruments 

Automaton  watch,  verge,  gold  and  enamel  with  a 
kitchen  scene,  a  woman  spinning  and  a  dog 
turning  a  spit  (unsigned,  £1,470  Christie's). 
Musical  automaton  chaise  watch,  cylinder  move- 
ment, white  enamel  dial  with  centre  seconds, 
half  dial  open  with  figures  and  animals  passing 
over  a  bridge  (diam.  in.,  unsigned,  £1,000 
Sotheby's).  Crystal  cased  watch,  movement  with 
short  train,  pierced  and  engraved  cock,  engraved 
silver  dial,  gilt-metal  hand  (33x28  mm.,  by 
Robert  Hubert  of  Rouen,  £500  Sotheby's).  Indo- 
Persian  brass  astrolabe,  for  39  fixed  stars  and  9 
latitudes,  astrological  information,  etc.  (diam. 
141  mm.  signed  'work  of. . .  Hamid  b.  Muham- 
mad Muqim  .  .  .',  dated  1086  i.e.  A.D.  1676. 
£94  Christie's).  17th  cent,  brass  instrument,  with 
a  sinical  quadrant  and  a  de  Roias  astrolabe  (89.8 
mm.  X  88.5  mm.,  inscr.  'Henricus  Sutton  Fecit, 
1658',  £420  Sotheby's) — David  Coombs. 
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Books  Reviewed 


THE  COLLECTOR'S  DICTIONARY  OF 
CLOCKS:  By  H.  Alan  Lloyd.  (London: 
Country  Life  Ltd.  £10  10s.  net.) 

DURING  the  past  few  years  several  books 
have  been  written  on  the  subject  of  Horo- 
logy and  I  have  frequently  felt  that  they  were,  in 
the  main,  written  for  the  select  few — for  readers 
already  acquainted  with  the  language  of  the  clock- 
maker.  It  made  them  laborious  to  the  uninitiated, 
who  had  to  make  constant  recourse  to  other 
books  of  reference.  This  was  all  very  well  when 
clock-collecting  was  the  hobby  of  that  select 
few;  but,  nowadays,  the  interest  in  the  subject 
has  spread  over  a  very  wide  area — an  area  which 
is  rapidly  expanding.  This  is,  therefore,  the  right 
moment  for  H.  Alan  Lloyd's  Dictionary  of  Clocks, 
which  the  proprietors  of  Country  Life  have  just 
published.  Here  can  be  found  all  the  details  of 
construction,  design  and  personalities  that  make 
horological  study  so  fascinating — details  which 
have  been  gathered  from  all  parts  of  the  world, 
Europe,  America,  Middle  East,  China,  Japan  and, 
indeed,  from  any  source  that  could  provide  them. 
The  author  is  fortunate  enough  to  be  familiar 
with  several  languages  and  he  has  travelled  far 
afield  in  his  searches.  Thus  he  has  been  able  to 
bring  together,  probably  for  the  first  time,  facts 
and  illustrations  from  outside  to  add  to  those  to 
which  we  have  become  accustomed. 

Quite  a  number  of  horological  books  recently 
produced  have  been  large  ones  and  it  has  become 
something  of  a  problem  to  know  how  to  house 
them .  The  average  book-shelf  is  of  far  too  meagre 
proportions  to  accommodate  them  and,  for  my 
own  part,  I  had  practically  decided  to  rebuild 
mine.  My  mind  is  now  made  up,  for  here  we 
have  another  large  book.  Obviously  it  is  on 
account  of  the  number  of  illustrations — there 
are  over  500  of  them — that  it  has  to  be  so  big.  It 
measures  roughly  12  X  9  inches,  but  I  cannot 
see  how  the  publishers  could  have  done  other- 
wise. The  illustrations  are  excellent  and  well 
produced.  In  the  majority  of  instances  they 
clearly  demonstrate  the  details  in  question; 
occasionally  this  does  not  come  off,  but  then 
clock-work  is  notoriously  difficult  to  photograph 
to  show  the  interplay  of  one  part  with  another. 

So  far  as  I  can  judge,  on  short  acquaintance, 
the  author  has  taken  great  care  to  ensure  that  the 
information  given  is  correct.  In  any  book  of  this 
scope  there  are  sure  to  be  some  inaccuracies,  but 
they  can  easily  be  corrected  with  the  next  print- 
ing. As  an  example — I  have  always  known 
Lepaute's  escapement  as  a  'pin-wheel'.  Alan 
Lloyd  refers  to  it  as  a  'pin-pallet'  and  although, 
as  he  says  in  the  foreword,  the  book  is  confined  to 
clocks,  there  is  the  danger  of  confusion  arising 
between  this  and  a  'pin-pallet'  watch  escapement, 
which  is  an  entirely  different  kettle  of  fish.  Again 
I  looked  for  any  reference  to  David  Bouquet,  an 
important  early  English  clock-maker.  He  does 
not  appear  to  have  any  mention.  Such  small 


points  as  these,  however,  only  serve  to  empha- 
sise the  wealth  of  detail  which  is  given  in  its 
200-odd  pages  and,  although,  it  is  never  easy  to 
spot  what  is  not  there,  I  am  convinced  that  little 
information  of  value  has  been  omitted.  It  is 
necessary  to  become  acquainted  with  the  author's 
method  of  arrangement  and  indexing.  Sometimes 
it  is  somewhat  obscure;  but  a  little  application 
soon  puts  the  reader  behind  the  author's  mind. 
Indeed,  he  wisely  supplies  one  or  two  lists  and 
appendices  in  addition  to  an  index  which  acts  as 
a  guide  where  entries  occur  in  places  other  than 
under  their  alphabetical  heading.  One  such  list 
is  a  short  but  useful  one  giving  horological  terms 
in  four  languages;  and  another  gives  the  geo- 
graphical distribution  of  the  illustrations. 

The  price  of  the  book  is  rather  high 
(£10  10s.  od.),  and  it  might  act  as  a  barrier  to 
some  potential  buyers;  but  here  again  I  do  not 
see  what  else  the  publishers  could  have  done. 
Obviously  the  cost  lies  not  so  much  in  the  excel- 
lent presentation  but  rather  in  the  large  number 
of  illustrations.  These  would  lose  their  value  if 
the  quality  of  reproduction  were  in  any  way 
lowered  or  if  they  were  reduced  in  size.  On  the 
whole  I  would  say  that  Country  Life  have,  as  one 
would  expect,  made  a  remarkably  good  job  of 
this  production  and  the  author  is  to  be  congratu- 
lated on  filling  a  long-standing  gap  with  some- 
thing of  lasting  value. — F.  Knowles-Brown. 


A  CATALOGUE  OF  THE  GREEK  AND 
ROMAN  SCULPTURE  IN  THE  FITZ- 
WILLIAM  MUSEUM,  CAMBRIDGE: 

By  L.  Budde  and  R.  Nicholls.  (Cambridge 
University  Press  for  the  Fitzwilliam  Museum. 
42s.  net.) 

THE  Fitzwilliam  Collection  of  classical  sculpture 
is  neither  very  large  nor  of  outstanding  impor- 
tance. This  catalogue  includes  only  217  pieces  in 
all  but  the  range  of  the  collection  is  very  wide, 
beginning  with  a  neolithic  figurine  and  repre- 
senting all  periods  of  classical  art  down  to  the  late 
Roman.  The  collection  has  been  built  up  in  a 
period  of  150  years  since  the  Museum  was  first 
endowed  in  1816,  and  although  there  are  few 
works  of  exceptional  quality,  very  few  classes  of 
ancient  sculpture  are  completely  excluded.  Its 
wide  range  makes  it  an  excellent  teaching  col- 
lection in  a  University. 

This  Catalogue  by  Professor  Budde  and  Mr. 
Nicholls  could  hardly  be  improved.  It  has  an 
excellent  introduction  giving  the  history  of  the 
growth  of  the  collection,  a  descriptive  catalogue 
of  the  sculptures  which  arc  also  fully  illustrated, 
and  indices  and  concordances  together  with  a 
useful  glossary  of  terms.  Of  the  217  sculptures, 
eight  are  described  as  of  'uncertain  date  or 
authenticity'  and  24  arc  'Renaissance  and  later 
sculpture,  formerly  considered  ancient";  the 
former  include  the  notorious  Fitzwilliam  God- 


dess, a  supposedly  Minoan  work,  whose  autm 
deity  is  discussed  in  a  most  thorough  and  b;in- 
ced  way  (No.  186).  The  descriptions  and  set 
discussions  of  the  other  sculptures  are  qp 
important  contributions  to  the  study  of  the  t{>$ 
they  represent  (e.g.  Nos.  41  and  82)  and  workf 
lesser  importance  are  treated  fully  and  faly 
Altogether  the  catalogue  is  an  excellent  pieojt 
work  and  will  be  a  most  useful  aide  to  studf 
especially  since,  thanks  to  generous  subventju 
from  various  sources,  it  has  been  published  |  a 
price  they  can  afford. 

The  highlights  of  the  collection  are  sompf 
the  fragments  of  Attic  sculptures  of  the  5th  d 
4th  centuries,  the  copy  of  the  head  froija 
statue  by  Polykleitos  (No.  42)  of  which  the  bjt- 
known  copy  is  in  the  British  Museum,  ic 
Caryatid  from  the  Inner  Propylaea  of  to 
Sanctuary  at  Eleusis  (No.  81),  the  head  belied 
to  be  Julius  Caesar  (No.  82)  which  is  one  one 
most  recent  accessions  to  the  collection,  the  lie 
statue  of  a  satyr  copied  from  a  fourth-centy 
Greek  original  (No.  83),  a  good  Roman  funery 
urn  (No.  143)  and  the  splendid  Roman  sarcop- 
gus  (No.  161)  with  scenes  representing  the  Indn 
Triumph  of  the  god  Bacchus. — D.  L.  Strong. 


THE  FURNITURE  OF  ROBERT  ADA  : 

By  Eileen  Harris.  XIII  +110  pp.  156  ill. 
(London:  AlecTiranti,  1963.40s.) 

FEW  periods  can  compare  with  the  age  of  Ad.i 
in  the  beauty  and  charm  of  its  furniture,  yet  th: 
is  possibly  no  period  of  which  the  furniture  iso 
little  understood.  Although  Adam's  architectul 
and  decorative  work  has  been  very  fully  stud  i 
by  scholars,  no  considerable  work  on  the  subj 
of  the  furniture  has  appeared  until  the  presc 
volume.  With  it  Mrs.  Harris  has  produced  tc 
first  concise  and  coherent  account  of  the  ork 
and  development  of  Adam  furniture,  conce 
trating  on  the  articles  which  can  be  established 
executed  directly  from  his  designs,  which  \ 
preserved  in  the  remarkable  collection  of  Ada 
drawings  in  the  Soane  Museum.  Even  su 
eminent  authorities  in  the  past  as  the  late  JV 
Percy  Macquoid  failed  to  comprehend  the  f: 
that  not  all  the  furniture  in  the  Adam  houses  \v 
designed  by  the  architect  himself,  and  in  t 
absence  of  contrary  evidence,  the  late  Mr.  Fis, 
Kimball  convinced  a  generation  of  both  Engli 
and  French  scholars  that  the  furniture  ot  t. 
Gobelins  tapestry  rooms  at  Croome  Court  ai 
Moor  Park,  again  presumed  to  have  bei 
designed  by  Adam,  in  such  neo-classical  deta 
as  oval  chair-backs  and  straight,  fluted  le 
actually  anticipated  by  a  decade  and  more  tl 
distinctive  features  of  Louis  XVI  furniture 
France. 

The  investigations  of  Mr.  F.J.  B.  Watson,  M 
Svend  Eriksen  and  Mr.  Geoffrey  de  Bellaigue 
recent  years  have  exposed  the  falsity  of  this  belie 
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ii  -vealing  the  existence  of  furniture  in  a  pro- 
,   iced  neo-classical  style  in  France  years  before 
.■  m  began  designing  furniture  at  all.  Mrs. 
I    is  effectively  sums  up  this  evidence  and  has 
I  d  attention  to  the  drawing  produced  at  the 
(  elins  factory  in  1762  for  the  benefit  of 
1  idiiig  purchasers  of  the  tapestries, 
his  drawing  is  known   to  have  shown 
opriate  furniture,  and  Mrs.  Harris  propounds 
t  ittractive  and  convincing  theory  that  similar 
\mgs  were  supplied  to  all  the  English  pur- 
(  ers  of  Gobelins  tapestries,  and  that  the  indi- 
ms  of  furniture  shown  in  them  were  the 
;  ce  of  the  French  details  of  the  furniture  made 
.  Iroome  Court,  Moor  Park  and  Osterlcy.  At 
1  point  the  evidence  is  at  present  lacking.  No 
1  drawings  have  so  fir  been  found,  and  if  they 
.xist,  it  is  by  no  means  certain  what  the 
.  lils  of  furniture  in  them  were,  if  indeed  these 
lcular  drawings  showed  furniture  at  all.  The 
tapestry-room  furniture  was  made  for 
ome  Court  in  1769.  It  is  very  doubtful  if 
v  chairs  and  settees  corresponded  to  anything 
w  11  in  a  French  drawing  of  seven  years  earlier, 
drawing  existed  in  1 762  showing  furniture  in 
advanced  Louis  XVI  character  of  the  Croome 
.ics,  why  did  furniture  of  this  kind  not 
ear  in  France  until  1771,  when,  as  Mr. 
tson  has  shown  in  his  Louis  XVI  furniture 
60)  Madame  du  Barry's  celebrated  fete  at  her 
vly  furnished  Pavilion  de  Louveciennes  ushered 
he  Louis  XVI  style?  Oval  chair-backs,  crested 
h  husks,  do  unquestionably  derive  from  the 
il  medallions  of  the  Boucher-Nielsen  tapes- 
s,  and  thus,  as  Mrs.  Harris  describes,  from 
il  picture-frames  made  for  Marigny  in  1760, 
:  these  and  other  Louis  XVI  features  such  as 
light,  round,  leaf-ornamented  baluster  legs, 
lough  originating  with  the  French  do  not 
m  to  have  been  exploited  generally  across  the 
lannel  until  some  years  after  they  had  become 
merous  in  the  Adamesque  houses  of  England, 
le  furniture  made  for  Marie  Antoinette  at 
rsailles  111  1779  marks  no  advance  stylistically 
on  the  Louveciennes  furniture  of  177 1. 
Mrs.  Harris  has  also  published  the  drawings  by 
nes  'Athenian'  Stuart  which  arc  preserved  at 
'dlcston  and  the  British  Museum,  which  show 
at  as  early  as  1759  Stuart  had  arrived  at  a 
rmula  for  tables  of  classical  design,  with 
aight,  square  tapering  legs  which  Adam  was 
adopt  in  his  first  neo-classical  furniture  design, 
r  the  sideboard  at  Kedleston  in  1762.  For 
veral  years  after  this  Adam  was  still  struggling 
ith  enfeebled  adaptations  of  early-Georgian 
iroque  in  his  scat-furniture. 
Mrs.  Harris  has  made  a  penetrating  study  of 
c  Adam  drawings  at  the  Soane  Museum,  and 
is  performed  a  useful  service  in  suggesting  a 
lore  precise  dating  and  classification  of  the 
irious  phases  of  his  style  than  have  existed 
'therto.  She  has  devoted  special  attention  to  the 
^velopment  of  Adam's  style  as  expressed  in  his 
csigns,  especially  in  those  for  side-tables  and 
nrrors,  for  which  a  far  greater  number  of 
rawings  exist  than  for  any  other  articles, 
dthough  great  controversy  has  raged  over  the 
.damesque  chair,  only  a  handful  of  his  chair- 
esigns  survive.  Mrs.  Harris  has  been  assiduous 
i  tracing  articles  in  various  public  and  private 


collections  which  have  been  made  in  accordance 
with  Adam's  designs,  and  has  thus  gone  far 
towards  establishing  a  corpus  of  authentic  Adam 
furniture.  Extremely  useful  also  is  the  inventory 
of  Adam  furniture  designs  in  the  Soane  Museum, 
extracted  from  Bolton's  monumental  work  on 
the  Adam  brothers. 

The  notes  to  the  illustrations  are  very  full  and 
minutely  detailed,  especially  as  to  sources  in 
Adam's  designs.  A  minor  criticism  is  that  some 
confusion  seems  to  have  arisen  between  the 
descriptions  of  the  side-tables  at  Saltram  illus- 
trated in  plates  21  and  22.  The  illustrations  arc 
admirably  chosen  and  well  reproduced,  suffering 
only,  like  the  text,  from  the  restrictions  of  the 
cramped  octavo  format,  but  we  arc  glad  to  note 
that  this  defect  has  been  remedied  in  the  latest 
volume  to  be  published  in  Tiranti's  indispensable 
series  of  monographs  on  furniture. — Clifford 
Musgrave. 

THE  ECONOMICS  OF  TASTE,VOLUME 

II:  By  Gerald  Rcitlingcr.  (London:  Barrie  & 
Rockliff.  90s.) 

THE  first  volume  of  Mr.  Reitlinger's  work  was 
justly  hailed  on  its  publication  as  a  pioneer  and 
long  overdue  undertaking,  a  notable  contribu- 
tion, not  only  to  its  ostensible  theme,  but  also  to 
the  history  of  taste.  Concerned  with  the  prices  of 
pictures  in  the  last  two  centuries,  it  is  absorbing 
reading  with  its  records  of  what  we  now  hold  to 
be  masterpieces  sold  in  quite  recent  times  for  a 
song,  while  academic  story-telling  productions 
and  other  ephemera  in  the  days  of  our  greatest 
prosperity  realised  enormous  sums. 

Many  will  find  Mr.  Reitlinger's  second  volume 
still  more  absorbing,  for  it  is  far  wider  in  range, 
covering  the  whole  field  of  the  decorative  or 
applied  arts  from  about  1750  down  to  1963,  and 
so  catering  for  a  diversity  of  interests:  merely  to 
enumerate  the  principal  groups  of  objects  dis- 
cussed would  be  to  provide  a  catalogue  practi- 
cally coextensive  with  all  known  arts  and  crafts. 
If  we  want  to  know  what  have  been  the  fluctua- 
tions of  price  in  any  given  category — sculpture, 
furniture,  silver,  porcelain,  pottery,  tapestries 
and  a  dozen  more — during  the  period  in  question, 
and  the  information  has  by  any  means  been 
procurable,  we  are  pretty  sure  to  be  informed. 

The  copious,  annotated  lists  collected  (a 
formidable  labour)  mainly  from  London  and 
Paris  sale-rooms  supply,  as  it  were,  the  indispens- 
able skeleton,  but  the  descriptions  cannot  be 
implicitly  relied  on  for  the  character  or  national- 
ity of  the  objects;  and  are  of  course  least 
trustworthy  in  the  period  covered  by  the  earlier 
part  of  the  survey.  But  these  dry  bones  are  most 
effectively  clothed  upon  by  Mr.  Reitlinger  (who 
as  connoisseur,  critic  and  collector  is  admirably 
qualified  for  the  task)  in  his  learned,  lively  and 
witty  commentary.  He  is  a  combative  writer 
with  a  turn  for  irony  and  very  positive  views  of 
his  own.  He  observes  that  'imputations  of  bad 
taste,  like  moral  judgments  on  history,  are  now- 
adays disapproved  of  by  the  academic  Establish- 
ment'. No  such  disapproval  deters  Mr.  Reitlin- 
ger: he  arraigns  and  condemns  with  an  infectious 
zest.  He  has  a  number  of  special  detestations, 
among  them  whole  categories  now  in  high 
favour,  and  is  particularly  scornful  of  'Ritzy 


Sevres'  mounted  with  ormolu  and  porcelain 
hung  with  bells:  indeed  he  is  out  of  sympathy 
with  the  rococo  spirit,  and  flatly  denies  in  the  face 
of  the  tangible  evidence  that  in  England  we  had 
any  rococo  worth  mentioning  at  all.  The  names 
of  famous  craftsmen  and  institutions  in  no  way 
intimidate  him  or  give  him  pause.  Just  after  the 
first  world  war  the  Victoria  and  Albert  Museum 
was  guilty  of  buying  'a  great  dowdy  epergnc'  by 
de  Lameric  for  £2,970  (saY  about  £18,000  in 
our  currency  of  today) ;  and  incidentally  it  has 
lately  made  purchases  of  which,  though  they  are 
not  pilloried,  Mr.  Reitlinger  would  certainly 
not  approve.  He  refers  to  that  Museum,  which 
houses  the  greatest  single  collection  of  Italian 
sculpture  in  the  world  and  is  replete  with 
innumerable  wonderful  works  of  art  as 'a  sample- 
house  .  .  .  for  the  most  part,  for  working  artisans' 
— a  description  that  must  surely  be  intended  in 
jest. 

There  are  other  assertions  for  which  it  may  be 
supposed  that  Mr.  Reitlinger,  for  all  that  he  has 
the  courage  of  his  opinions,  would  scarcely  be 
prepared  to  go  to  the  stake;  as  that  'the  icono- 
clasm  of  Wycliff's  followers  had  curbed  the 
artistic  genius  of  the  country  in  the  fourteenth 
century'  and  that  the  remains  of  mediaeval 
religious  art  'were  not  allowed  to  survive  Crom- 
well'— sweeping  generalisations,  to  put  it  mildly  ! 
No  commentator  or  art-historian  surveying  so 
wide  a  field  can  hope  to  be  armed  at  every  point 
and  (to  vary  the  metaphor)  English  furniture  is 
evidently  not  Mr.  Reitlinger's  strong  suit.  He 
can  record  that  a  'writing  table  from  Hartwell 
sold  in  1938  was  made  in  1807  for  Louis  XVIII 
by  Holland'.  The  eminent  architect  Henry 
Holland  died  in  the  previous  year,  and  no 
cabinet-maker  of  that  name  employed  by  the 
king  is  recorded.  Clearly,  he  is  under  the  impres- 
sion that  Sheraton  owned  a  workshop  and  was  a 
practising  cabinet-maker,  for  he  writes  of 
Regency  furniture  'made  under  Sheraton's  own 
direction';  apart  from  tentatively  attributing 
several  pieces  of  furniture  to  him.  And  in  con- 
nection with  the  Percy  Dean  Sale  in  1909,  when 
three  'Chippendale'  pieces  sold  for  higher  prices 
(taking  into  account  the  depreciation  of  the 
currency)  than  they  would  today,  he  notes  that 
'all  these  pieces  had  just  been  published  in  the  1st 
Edition  of  Macquoid'.  Presumably  this  refers  to 
Macquoid's  'Age  of  Mahogany'  part  3  of  the 
History  of  English  Furniture,  of  which  only  one 
edition  ever  appeared.  There  are  other  errors  in 
these  voluminous  lists — to  have  avoided  any 
would  have  been  an  astonishing  feat — mostly 
quite  trifling,  which  call  for  correction  in  a 
second  edition. 

To  choose  out  a  few  of  the  most  sensational 
variations  in  value  within  the  period  could  do 
little  to  indicate  the  unending  and  unpredictable 
caprices  of  taste  to  which  the  annotated  lists  bear 
such  eloquent  testimony.  Here  two  specimens 
must  serve.  In  1855,  at  the  Bemal  Sale,  The 
British  Museum  acquired  'the  miraculous  ninth- 
century  engraved  crystal  mirror  of  King 
Loathir'  for  £267.  'Today  one  would  have  to 
think  in  terms  of  hundred  of  thousand'  to  esti- 
mate its  value.  In  1916  '5  Boucher  Beauvais 
panels  from  the  suite  called  La  Noble  Pastorale- 
were  sold  by  Duveen  to  Henry  A.  Huntingdon 
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for  more  than  £20,000  a  panel' — say  half  a 
million  in  present  values.  The  panels  would  now 
be  worth  but  a  small  fraction  of  that  huge  sum. 

This  work  is  indispensable  for  students  of 
taste  and  art-historians — and  should  provide 
cautionary  reading  for  art  critics  too,  particularly 
tor  those  disposed  to  be  over  confident  that  their 
judgments  are  of  lasting  validity;  for  it  abounds 
in  striking  and  salutary  examples  of  time's 
ruthless  reassessments,  forcibly  reminding  us  of 
the  relativity  of  aesthetic  values,  however  dog- 
matically they  may  for  a  time  be  proclaimed. 
— Ralph  Edwards. 

DIE  MONUMENTALMALEREI  IN  SER- 
BIEN  UND  MAKEDONIEN:  By  Richard 
Hamann-MacLean  and  Horst  Hallcnsleben. 
(Giesson,  Germany:  Wilhelm  Schmitz.) 

IT  is  well  known  that  Byzantium  developed 
dome  and  arch  forms  only  at  the  beginning  of  its 
history  and  for  the  last  800  years  of  its  existence 
(until  its  downfall  in  the  fifteenth  century)  the 
architectural  form  was  static  and  conservative, 
demonstrating  the  reaction  of  the  authorities 
against  any  form  of  change.  This  remarkable 
book  shows  that  the  same  did  not  appear  to  be 
true  of  the  painters  of  the  murals  in  the  churches 
of  Serbia  and  Macedonia.  The  authors  have 
assembled  in  a  most  scholarly  and  comprehensive 
way  a  magnificent  collection  of  photographs 
and  diagrams  showing  the  development  of  wall 
paintings  from  the  eleventh  to  the  fourteenth 
century.  Although  the  illustrations,  with  one 
exception,  are  in  black  and  white,  they  are 
backed  by  diagrams  of  the  wall  surfaces  of  each 
church  showing  the  position  of  each  of  the 
paintings,  a  most  useful  guide  demonstrating  the 
rigidity  by  which  the  symbolism  of  the  church 
was  allocated  to  each  part  of  the  structure. 

The  paintings  themselves  show  a  freedom  of 
expression  which  can  be  traced  back  directly  to 
the  Greek  tradition  and  show  none  of  the  formal- 
ism of  figure  composition  and  portraiture  pre- 
valent in  Western  Christendom  at  the  same 
time.  The  conservatism  of  the  orthodox  church 
is  apparent  in  the  uniformity  of  the  pattern  of 
the  compositions,  but  the  individual  artists 
portray  feeling  and  emotion  not  to  be  seen  in  the 
religious  art  of  Western  Europe  until  the  great 
artists  of  the  Italian  Renaissance. 

Inability  to  read  German  need  not  detract  from 
one's  appreciation  of  this  most  interesting  book. 
The  text  is  commendably  brief,  the  comprehen- 
sive illustrations  speak  for  themselves  of  a  world 
of  art  still  very  largely  unknown  to  Western 
Europe. — Denys  Hinton. 

LA  SCENOGRAFIA  DEL  '700  E  I  FRA- 
TELLI  GALLIARI:  By  Mercedes  Viale- 
Ferrero.  (Turin:  Edizioni  d'Arte  Fratelli 
Pozzo,  12,000  lire.) 

A  VOLUME  containing  attractive  but  unfami- 
liar illustrations  and  a  valuable  scholarly  text  is  a 
rarity  even  in  these  days  when  expensive  picture 
books  proliferate.  La  scetwgrafia  del  '700  e  i 
fratelli  Galliari  by  Dr.  Mercedes  Viale-Ferrero  is 
just  such  a  book  and  should  make  a  strong 
appeal  to  all  lovers  of  the  theatre,  besides  con- 
noisseurs of  eighteenth-century  draughtsman- 
ship. It  is  excellently  produced  and  illustrated 


with  thirty  colour  plates  of  very  high  quality 
besides  more  than  two  hundred  collotype 
reproductions  of  drawings. 

Dr.  Viale-Ferrero  begins  with  a  brief  account 
of  the  Bibiena  family  who  laid  the  foundations  of 
eighteenth-century  scenbgraphic  art  not  merely 
in  Italy  but  in  all  Europe.  Then  she  passes  to  the 
architect  Filippo  Juvarra  whose  theatrical  designs 
are  perhaps  the  finest  of  their  period.  Although 
Juvarra  was  court  architect  in  Turin  for  the 
most  important  part  of  his  career,  and  although 
the  buildings  he  designed  there  are,  in  the  best 
sense  of  the  word,  theatrical,  he  worked  rela- 
tively little  for  the  theatre  in  Piedmont.  How- 
ever, his  penchant  for  asymmetrical  stage  sets  was 
to  have  some  influence  on  the  leading  theatrical 
designers  in  settecento  Turin,  the  Galliari  brothers 
who  form  the  main  subject  of  this  book. 

Bernardino  and  Fabrizio  Galliari  were  born  at 
Adorno,  near  Biella,  in  1707  and  1709  respective- 
ly. They  first  sprang  to  fame  in  1738  when 
called  to  Innsbruck  to  execute  decorations  for 
the  visit  to  the  city  of  the  newly  married  Carlo 
III,  king  of  Naples,  and  Maria  Amalia  of  Saxony. 
In  1742  Bernardino  became  stage  designer  to  the 
ducal  theatre  in  Milan  where  he  was  joined  by 
his  brother  in  the  following  year.  The  brothers 
held  this  post  even  after  1748,  when  they  were 
appointed  scenographers  to  the  royal  theatre  in 
Turin.  Each  year  they  provided  scenery  for  three 
opere  serie  i  n  Milan  and  two  in  Turin,  as  well  as 
rather  less  elaborate  sets  for  opera  buffe  in  both 
cities.  In  addition  they  executed  a  fair  number  of 
fresco  decorations  in  villas  and  palaces.  Nor  was 
their  activity  confined  to  North  Italy:  they 
worked  also  in  Vienna  and  Berlin.  Fabrizio  died 
in  1790  and  Bernardino  in  1794 — but  already 
Giuseppino  (son  of  Fabrizio)  and  Gaspare  (their 
nephew)  were  established  as  theatrical  designers 
and  maintained  the  fame  of  the  family.  Thus  the 
Galliari  family  spans  the  eighteenth  century  and 
their  many  surviving  designs  (expertly  sorted 
out  by  Dr.  Viale-Ferrero)  throw  an  interesting 
light  on  the  development  of  taste  in  scenography 
from  the  late  baroque  to  neo-classicism. 

Most  of  the  Galliari  designs  are  in  an  elegantly 
effervescent  rococo  style.  They  include  drawings 
of  fantastic  many  columned  palaces;  elegantly 
crumbling  ruins;  gardens  with  pleached  trees, 
stone  terraces  and  an  abundance  of  gesticulating 
statuary;  and  a  few  exotic  scenes  set  in  Turkey 
and,  as  one  might  expect,  China.  Rather  more 
surprising  are  their  gothic  sets,  in  an  attractive  < 
tinselly  Strawberry  Hill  style  which  is  uncom- 
mon in  settecento  Italy.  From  about  1762  onwards 
they  occasionally  executed  designs  of  a  neo- 
classical flavour.  Their  drawings  also  mark  the 
appearance  in  Italy  of  a  taste  for  the  'English' 
landscaped  park.  As  Dr.  Viale-Ferrero  has  been 
able  to  date  nearly  all  these  drawings  precisely 
her  book  will  prove  invaluable  to  students  of  the 
history  of  style  and  taste. 

In  addition  to  writing  of  the  Galliari,  Dr. 
Viale-Ferrero  devotes  some  pages,  and  some 
illustrations,  to  their  nephew  Bartolomco 
Verona,  who  worked  mainly  in  Germany,  and 
to  Leonardo  Marini  who  collaborated  with  the 
Galliari  as  costume  designer  in  Turin.  Marini's 
watercolours  are  particularly  fetching:  they 
include  blackamoors  with  preposterous  feather 


head-dresses;  Chinamen  in  dragon  embroid;d 
robes;  knights  in  elaborate  if  suspiciously  pan 
armour;  and  ladies  in  flowered  brocade  dres 
representing  classical  deities,  the  wives  of  Easrn 
potentates,  allegories  of  the  seasons  or  sinly 
the  personae  of  the  comedy  of  manners.  Aue 
end  of  the  book  there  is  a  full  catalogue  raise  ic 
of  all  the  known  drawings  by  members  ohe 
Galliari  family.  A  list  of  theatrical  productioitr, 
eighteenth-century  Milan  and  Turin  is  io 
included.  There  is  a  bibliography  and  an  in<x 
— John  Fleming. 

THE  BUILDING  OF  THE  EIGHTEEN}- 
CENTURY  CHURCH:  By  Basil  FL 

Clarke.  (London:  S.P.C.K.  1963.42s.net. 

IN  1947  Professor  Marcus  Whiffen  could  be  >d 
to  have  pioneered  the  way  for  the  study  of* 
seventeenth-  and  eighteenth-century  chih 
(Stuart  and  Georgian  Churches,  The  Architectu.et 
the  Church  oj  England  outside  London  1 603-1  n, 
Batsford  Ltd.).  His  book  has  been  an  invalujlc 
tool  for  the  architectural  historian,  the  tc'> 
grapher,  or  the  interested  traveller.  Then  in  1,7 
George  Hay  did  the  same  for  Scotland  (W 
Architecture  oj  Scottish  Post-Reformation  Clmre* 
1 560-1843).  Although  I  have  enjoyed  Profeir 
Whiffen's  book  I  think  it  came  just  a  little  >o 
soon  after  the  Hitler  War,  at  a  time  w|a 
Archive  Offices  were  still  in  an  unsettled  st;. 
It  meant  that  essential  documentary  material  is 
just  not  available.  Now,  when  we  turn  to  Jr. 
Basil  F.  L.  Clarke's  latest  book,  The  Building 
the  Eighteenth-Century  Church,  it  is  clear  hv 
well  and  advantageously  he  has  delved  into  leal 
and  parish  records.  Behind  a  factual  yet  vy 
readable  book  there  is  an  immense  accumulatn 
of  original  research.  We  are  told  about  ie 
Vestry,  about  accommodation  problems,  abit 
plans  and  estimates.  He  shows  us  how  mo  y 
can  be  raised  by  rates  or  briefs,  how  Actsjf 
Parliament  are  brought  about,  how  Faculties  e 
petitioned  for.  I  was  particularly  impressed)' 
Mr.  Clarke's  Appendices  on  the  nineteeri- 
century  treatment  of  Georgian  churches,  :d 
those  churches  that  were  replaced  then.  Ande 
has  also  listed  abandoned  Georgian  churche  1 
recommend  this  book  as  a  model  for  accur.J, 
definitive,  yet  extremely  palatable  documer.- 
tion.  What  a  delight  the  cightcenth-cenfy 
church  is ! — John  Harris. 

FAMILY  SKETCHBOOK  A  HUNDRJ) 
YEARS  AGO:  By  E.  Ellen  Buxton,  arranjd 
by  her  grand-daughter  Ellen  R.  C.  Creighti. 
(London :  Geoff  rey  Blcs.  21s.) 

THIS  is  a  beautifully  produced  book  whii, 
simply  on  the  charm  of  its  numerous  illustratics, 
ought  to  make  a  very  wide  appeal  to  the  perc- 
tivc  reader.  Going  a  little  deeper  it  can  be  seei:S 
a  valuable  document  of  social  history.  Thirc, 
since  the  artist  was  a  Buxton  whose  grandmot  r 
was  a  Gurney  of  Earlham  and  who  married 
Barclay,  the  book  will  be  of  special  interesta 
East  Anglia. 

A  century  has  not  dimmed  the  spontaneity^ 
Ellen  Buxton's  sketches.  Sometimes  one  s 
reminded  of  Ardizzone,  at  others  of  Edw;i 
Lear.  Most  of  the  drawings  are  of  the  manif  i 
activities  of  her  young  brothers  and  sisters  It 
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\  also  catch  glimpses  of  uncle  Charles  who 
;  .1  crocodile  and  thirty-three  cockatoos,  and 
ranny  (a  sister  of  Elizabeth  Fry)  'feeding  six 
,  with  pineapple  jam  in  the  drawing-room', 
!  eading  the  news  of  Palmerston's  funeral. 
'  'htful,  most  frightful'  she  comments  in  the 
i  uscript  caption.  Granny  again,  with  a  care- 
t  j  drawn  reading-lamp  of  the  period,  saying: 

•  l't  you  play  a  hymn  or  a  dance,  dear  John 
I  iry?* 

he  keynote  throughout  is  the  happiness  of 
l  lly  life,  firmly  based  on  a  sense  of  security 
is  Mrs.  Creighton  says  in  her  Introduction 

•  h  a  pervasive  and  perfectly  adapted  religion 

there  was  no  need  to  question  anything'. 
1  a  short  notice  it  is  impossible  to  do  justice  to 
originality  and  charm  of  this  book.  It  has  the 
e  sort  of  readable  and  cosy  quality  as  a 
ilope  novel  of  the  same  period. — Andrew 
ham. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

ME  booksellers'  catalogues  are  works  of  art 
I  scholarship  themselves,  when  the  value  of  the 
>k>  for  sale  justifies  the  expense.  S88.390  is  the 
il  price  of  the  one  hundred  and  thirty-four 
ns  in  Catalogue  37  of  books  and  manuscripts 
m  the  W.  H.  Schab  Gallery  (48  East  57th 
eet,  New  York,  N.Y.),  (less  eight  items 
:ady  sold  and  not  priced),  which  justifies  the 
ierb  production  of  the  catalogue,  printed  in 
•lland  by  the  Hooiberg  Printing  Company  at 
e.  It  is  lavishly  illustrated  in  black  and  white 
1  with  eight  four-colour  half-tones  of  high 
ality.  The  items  range  in  price  from  four  first 
tions  of  Relativity  Theory  articles  by  Albert 
istein  at  S25.00  each  to  a  first  edition  of 
irer's  'Little'  woodcut  Passion  of  1 5 1 1  in  old 
Hum  at  $6,000;  the  books  themselves  range 
and  wide  in  date,  origin  and  category,  and 
hide,  for  example,  Pigouchet's  Hours  (in  an 
parently  unrecorded  edition  of  1504),  Martin's 
astrated   Paradise   Lost,   large   plates,  1827, 

j  rkinson's  Paradisi  etc.,  1629,  and  an  album  of 
le  hundred  and  five  original  bird  paintings  by 
G.  Pretre,  the  outstanding  ornithological 
list  of  the  nineteenth  century . 
A  much  less  lavish,  but  also  fine  and  scholarly, 
talogue  comes  from  Lathrop  C.  Harper  Inc. 

'■  West  40th  Street,  New  York  18).  It  is  no.  21, 

j  mtains  one  hundred  and  forty-eight  pages  of 
xt  describing  four  hundred  and  forty-three 

I  ems,  and  thirty-two  half-tone  plates  on  art 
iper,  and  is  printed  by  the  Anthoensen  Press, 
ortland.  Maine,  U.S.A. 

Precious  Stones 

recious  stones  and  jewels  are  notoriously 
j  ifficult  to  reproduce  by  any  four-colour  print- 
j  ig  process.  Probably  the  most  successful  colour 
I  eproductions  ever  made  in  this  field  have 

ecently  been  published  in  Precious  Stones  and 
I  ther  Crystals  by  Rudolf  Metz,  with  eighty-nine 

olour  photographs  by  Arnold  E.  Fanck  (Thames 
.  -S;  Hudson,  £8  8s.).  The  plates  have  been  printed 

a  West  Germany  by  four-colour  half-tone  in 

etterpress:  an  astonishing  range  of  colour  and 


Books  and  The 
Be  I  grave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.18. 


depth  of  tone  have  been  achieved.  Most  of  the 
photographs  have  been  enlarged  to  about  twice 
life  size.  As  Georg  O.  Wild  says  in  his  introduc- 
tion, the  plates  have  been  chosen  with  remark- 
able skill  to  show  both  what  is  crystallographi- 
cally  interesting  and  visually  attractive.  The  last 
six  plates  show  six  outstanding  works  of  art 
incorporating  precious  stones. 

Further  Continental  offset  printing 

The  Larousse  Encyclopaedia  of  World  Geography 
is  the  most  recent  of  the  Larousse  encyclopaedias 
to  be  published  in  English  by  Paul  Hamlyn 
(jTj  7s.).  It  is  a  fine  example  of  modern  inter- 
national book  production.  There  are  seven 
hundred  and  thirty-six  pages  (size  1 1  in.  X  8  in.) 
printed  in  offset  litho  by  Industria  Libreria 
Tipografica  Editrice,  which  allows  the  mono- 
chrome photographs  to  run  completely  through 
the  text,  printed  on  white  cartridge.  The  photo- 
graphs are  as  sharp  and  black  as  any  half-tones  on 
art  paper  and  the  text,  set  in  'Monotype'  Bembo, 
is  beautifully  machined,  far  better  than  letter- 
press usually  is  in  books  of  this  kind.  There  are 
also  eighty-six  colour  photographs  of  outstand- 
ing quality.  The  whole  book  has  been  extremely 
well  designed  and  produced. 

Another  book  which  has  benefited  from 
being  printed  by  offset-litho  is  Illustration  ;  aspects 
and  directions  by  Bob  Gill  and  John  Lewis 
(Studio  Vista  10s.  6d.).  it  is  a  ninety-six  page 
paperback  printed  by  Koch  &  Knuttel  at  Gouda, 
Holland.  It  consists  largely  of  excellent  repro- 
ductions of  many  different  styles  of  illustration: 
perhaps  its  chief  virtue  is  its  showing  of  much 
contemporary  American  and  Continental  work, 
not  often  enough  seen  in  Britain.  It  is  a  most 
lively  anthology,  with  an  effective  use  of  red  and 
blue  as  second  colours. 

The  Osborne  Collection 

The  Boys  and  Girls  House  of  Toronto  Public 
Library  have  just  published  in  booklet  form  a 
Selected  List  of  Recent  Additions  to  the  Osborne 
Collection  of  Early  Children's  Books,  and  a 
Chronicle  of  Boys  and  Girls  House,  to  mark  the 
opening  of  their  new  building.  It  is  illustrated 
and  should  be  acquired  by  all  possessors  of  the 
admirable  and  invaluable  Osborne  Collection 
Catalogue  published  in  1958. 
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(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

The  Museums  Journal.  Volume  64.  No.  2. 
September  1964.  Editor:  Philip  James, 
C.B.E.  London:  The  Museums  Association 
(87  Charlotte  Street,  London,  W.i.).  10s. 

Crisis  in  the  Humanities:  Edited  by  J.  H. 
Plumb.  Harmondsworth,  Middlesex:  Pen- 
guin Books  (A  Pelican  original).  3s.  6d. 
(paper  back). 

Man  and   Beast.   A   Visual   History:  By 

Jacques  Boudct.  Under  the  general  editorship 
of  Robert  Laffont.  Translated  by  Anne 
Carter.  London:  Bodley  Head.  105s. 

Hans  Hofmann:  By  William  C.  Seitz,  with 
selected  writings  by  the  artist.  London:  W.  H. 
Allen.  52s.  The  Museum  of  Modern  Art,  New- 
York,  distributed  by  Doubleday  &  Co.  Inc., 
Garden  City,  New  York.  S6.50. 

Collection  de  la  Fondation  Calouste  Gul- 
benkian.  Arts  Plastiques  Francais  de 
Watteau  a  Renoir.  Obtainable  from  The 
Museum  Department,  Calouste  Gulbenkian 
Foundation,  Palacio  Pombal,  Oeiras,  Portu- 
gal. 

The  Old  Water-Colour  Society's  Club.  The 
Thirty-Ninth  Annual  Volume:  Edited  by 
Adrian  Bury,  R.W.S.  London:  Charles  Skil- 
ton  Ltd.  (50  Alexandra  Road,  S.W.19). 
Issued  only  to  members. 

Poland.  Painting  of  the  Fifteenth  Century: 

Preface  by  Rene  Huyghe.  Introduction  by 
Michal  Walicki.  London:  Studio  Vista  Ltd. 
(New  York  Graphic  Society,  by  arrangement 
with  UNESCO). 

Great  Palaces:  Introduction  by  Sachevercll 
Sitwell.  London:  Wcidenfeld   &:  Nicolson. 

Tapestries  from  the  Samuel  H.  Kress  Col- 
lection at  the  Philadelphia  Museum  of 
Art.  The  history  of  Constantine  the 
Great  designed  by  Peter  Paul  Rubens  and 
Pietro  da  Cortona:  By  David  Dubon. 
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Trowell.  (New  and  revised  edition).  London: 
Faber  eV  Fabcr.  36s. 

Modern  French  Sculpture:  Text  by  Giuseppe 
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Adult  Education.  2s. 
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beth Chase.  With  a  Foreword  by  Sir  John 
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I.  Bernardo  Bellotto.  The  Adigefrom  the  Pottle  delle  Navi,  Verona,  canvas,  131  232  cm.  Dresden,  Gem'dldegalerie  (Inv.  No.  1754  1  544). 
AN  ARTICLE  FROM  AMERICA 

Bellotto  and  an  exhibition 
in  Warsaw 


W.  G.  CONSTAEE 


THIS  is  certainly  the  year  of  the  eighteenth-century  vedute 
painter.  At  Toronto  the  first  exhibition  entirely  devoted  to 
Canaletto  has  begun  a  tour  of  Canada;  in  Venice  there  is  great 
activity  in  preparing  for  an  exhibition  of  Francesco  Guardi  in 
1965 ;  and  in  Warsaw,  at  the  National  Museum,  has  been  brought 
together  the  most  complete  showing  hitherto  achieved  of  the 
work  of  Bernardo  Bellotto,  Canaletto's  nephew  and  pupil. 

The  greater  part  of  this  admirably  arranged  exhibition  consists 
of  paintings  and  drawings  from  the  Warsaw  and  Dresden 
galleries,  which  had  been  shown  together  earlier  in  the  year  at 
Dresden,  and  there  provided  material  for  an  admirable  catalogue. 
In  Warsaw,  there  has  been  added  a  group  of  versions  of  Italian 
and  Dresden  views  made  by  Bellotto  from  paintings  at  Dresden 
for  Count  Briihl,  the  all-powerful  minister  of  the  Elector 
Frederick  August  of  Saxony  (afterwards  King  of  Poland)  which 
were  later  acquired  by  Catherine  the  Great,  and  arc  still  in 
Russia.  Also  included  is  a  number  of  engravings  related  to  the 
paintings,  and  an  important  group  of  paintings  and  drawings  by 
Polish  followers  of  Bellotto;  while  panache  is  added  bv  a  group  of 
contemporary  costumes,  and  the  Coronation  chair,  Coronation 


robes,  and  other  appurtenances  of  kingship  ot  Stanislas  PonV 
towski,  last  King  of  Poland,  and  one  of  Bcllorto's  greatit 
patrons. 

Thus  a  very  complete  view  is  given  of  the  larger  partB 
Bellotto's  career,  the  Dresden  catalogue  has  been  reprinted;  aft 
in  preparation  is  a  catalogue  of  all  the  additional  exhibits,  sea 
complete  record  of  the  exhibition  will  be  available.  The  abseil 
ot  the  paintings  from  Vienna,  made  when  Bellotto  took  rcfic 
there  after  the  invasion  of  Saxony  by  Frederick  the  Great,  is  is 
as  important  as  it  might  seem,  since  in  style  they  are  closfl 
related  to  the  Dresden  series.  More  to  be  regretted  is  the  abserl 
of  some  of  the  paintings  made  by  Bellotto  in  Italy,  which  woil 
have  enabled  his  beginnings  as  an  independent  painter  to  1 
studied;  though  this  gap  is  to  some  extent  filled  by  a  few  replifl 
of  works  made  in  Dresden  (No.  1).  About  Bellotto's  Italian  ye.f 
there  is  less  certainty  than  about  other  periods  in  his  career.  Soie 
signed,  and  in  some  cases  dated,  drawings  and  paintings  exist,! 
Verona,  Turin,  and  places  near  Milan.  But  how  long  he  wasB 
Venice  is  uncertain,  and  his  work  there  is  still  not  clearly  sep;| 
ated  from  that  of  his  uncle;  while  some  Italian  views  attributl 
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Jernardo  Bellotto.  View  of  Dresden  with  the  Hofkirche  from  the  left  bank  of  the  Elbe,  canvas,  133  235  cm.  Dresden,  Gemaldegalerie  (Inv.  No.  1754  1  531, 
t.  No.  608). 


him  on  style  are  not  certainly  by  him.  From  the  time  he 
pears  in  Dresden  in  1747,  however,  all  is  tolerably  clear.  He 
irked  there  and  in  the  neighbourhood  until  1767,  with  an 
erval  of  three  years  spent  in  Vienna;  and  in  1767,  on  his  way 
St.  Petersburg,  he  was  induced  to  stav  in  Warsaw,  where  he 
mined  until  his  death  in  1 780.  The  only  uncertainty  is  when  he 
sited  Munich,  as  he  certainly  did.  It  was  on  his  first  going  north 
it  he  took  to  signing  himself  Bernardo  Bellotto  detto  il  Canaletto 
ith  minor  variations),  probably  to  capitalize  on  his  uncle's 
putation;  which  has  led  to  his  being  generally  known  in 
>land,  and  often  in  Germany,  as  'Canaletto'  with  some  resulting 
■nfusion. 

The  long  sequence  of  work  throughout  this  period  reveals 
"arly  the  emergence  of  Bellotto's  own  personality  as  an  artist, 
id  the  rapidly  diminishing  influence  of  his  uncle.  Both  were 
pographers,  portrait  painters  of  cities  and  of  the  countryside ; 
it  of  the  two  Bellotto  was  the  more  literal,  the  more  faithful 
corder  of  facts.  Not  for  him  were  the  manipulations  of 
-'rspective,  the  variations  in  proportions,  the  omission  or 
vention  of  detail  which  could  occur  in  Canaletto's  work.  This 
ose  adherence  to  what  he  saw  or  knew  to  be  present  is  evi- 
?nt  in  all  Bellotto's  work,  and  is  particularly  evident  in  his 
ter  paintings,  as  comparisons  made  before  the  buildings  were 
cstroyed  testify,  allowing  for  changes  made  in  the  nineteenth 
:ntury  (No.  2  &  3).  It  is  not  by  chance  or  lack  of  other  material 
lat  the  Warsaw  paintings  have  been  and  still  are  constantly 
sed  as  aids  in  the  reconstruction  of  the  city  after  the  Second 
VotU  War. 

Similar  characteristics  mark  Bellotto's  drawings.  He  produced 
'w  of  the  quick  sketches  made  on  the  ground  or  recording  an 
lea  for  a  composition,  as  did  Canaletto,  but  as  a  rule  made 


carefully  worked  out  designs,  sometimes  on  an  elaborate  pers- 
pective basis.  It  seems  likely  he  had  some  training  as  an  architec- 
tural draughtsman,  indicated  not  only  by  this  use  of  perspective, 
but  by  his  habit  of  prolonging  construction  lines  beyond  their 
expected  ending,  a  characteristic  sometimes  found  in  his  paintings. 
It  is  known  that  he  worked  for  the  theatre,  and  this  may  be  the 
origin  of  this  particular  practice.  Among  his  figure  drawings 
there  are  a  certain  number  which  are  speedily  made  notations; 
but  usually  they  are  developed  studies. 

Another  basic  element  in  Bellotto  which  even  in  his  early 
work  distinguished  it  from  that  of  Canaletto  is  the  use  of  a 
general  cool  tone,  and  of  dark,  cold  grey  shadows,  a  characteristic 
which  was  intensified  as  time  went  on.  At  first,  under  the  influ- 
ence perhaps  of  the  Italian  climate,  perhaps  of  his  uncle,  there  is  a 
suggestion  of  all-enveloping,  warm  sunlight;  but  later,  and 
especially  in  Warsaw,  he  adjusted  himself  to  different  weather 
conditions,  and  paints  in  terms  of  a  cooler,  more  diffused  light 
characteristic  of  northern  countries,  with  less  reflected  light  in  the 
shadows.  The  contrast  here  is  with  Canaletto,  who,  during  his 
nine  years  in  England,  always  brought  into  his  work  reminiscences 
of  the  light  of  Venice.  To  realize  this  development  in  Bellotto 
from  reproductions  is  almost  impossible,  though  some  hint  of  it 
may  be  gained  in  No.  1.  It  is  part  of  the  value  of  the  exhibition 
that  it  makes  comparisons  possible  and  convincing. 

Another  marked  characteristic  of  the  mature  Bellotto  is  the 
handling  of  his  figures.  These  are  remarkable  for  their  variety 
and  liveliness,  and  are  generally  integrated  with  the  rest  of  the 
painting ;  though  the  hand  of  assistants,  especially  in  some  of  the 
Dresden  pictures,  may  justly  be  suspected.  Consistently  in  his 
own  work,  he  favours  a  fairly  heavy  impasto  with  a  ropy  quality 
in  which  the  brush  strokes  are  perpendicular,  and  the  lights 


63 


3.  Bernardo  Bellotto.  The  old  moat  in  Dresden-Zwinger,  canvas,  133     235  cm.  Dresden  Getniildegalerie  (Inv.  No.  1754  I  534,  Gal.  No.  609). 


sharply  put  in.  The  result  is  not  unlike  certain  impressionist 
paintings.  A  good  example  is  a  group  from  a  view  of  Krasihski 
Square,  Warsaw  (No.  4).  Here,  in  a  most  positive  way,  he 
separates  himself  from  Canaletto,  who  uses  a  broader,  more 
rectangular  touch. 

But  whatever  Bellotto's  faithfulness  to  observed  fact,  it  must 
not  be  imagined  that  he  was  simply  a  photographer.  By  the 
massing  of  light  and  shade,  and  their  skilful  and  even  arbitrary 
disposition,  he  could  bring  every  element  in  his  painting  into 
unity,  to  produce  a  bold  and  sometimes  dramatic  design  (No.  5). 
Moreover,  he  extended  his  range  considerably  beyond  that  of 
most  vedute  painters.  He  followed  their  usual  practice  by  includ- 
ing a  number  of  architectural  capricci  in  his  work,  perhaps  in 
connection  with  his  work  in  the  theatre ;  but  he  went  consider- 
ably further  than  this,  to  the  extent  of  painting  a  few  religious 
subjects,  making  a  large-scale  design  for  a  ceiling  in  Ujazdow 
Castle  (seen  in  the  Warsaw  exhibition),  again,  perhaps,  an  off- 
shoot of  the  theatre;  and  producing  two  overdoors  of  allegorical 
subjects,  for  which  building  is  still  unknown  (No.  6).  Also 
included  in  his  work  were  several  large  history  pictures,  among 
them  one  representing  the  election  of  King  Stanislas  Poniatowski, 
the  other  the  entry  of  the  Chancellor,  Georg  Ossolinski,  into 
Rome;  and  two  paintings  in  which  horses  were  the  principal 
theme.  None  of  these  added  to  his  stature,  and  they  are  best 
regarded  as  part  of  the  necessary  labours  of  a  Court  Painter. 

Another  aid  given  by  the  exhibition  to  realizing  Bellotto's 
artistic  personality,  is  the  inclusion  of  various  repetitions,  which 
can  be  compared  with  the  originals.  These  repetitions  fall  into 
two  groups :  one  consisting  of  those  by  Bellotto  himself  with 


assistants,  if  any,  subordinate;  the  other  composed  of  co 
perhaps  made  under  Bellotto's  supervision.  To  the  first  gro 
belong  the  versions  made  for  Count  Briihl,  which  for  the  fi 
time,  probably,  can  be  seen  by  the  side  of  the  originals.  That  t' 
are  entirely  or  mainly  by  Bellotto  seems  certain,  since  he  wo 
be  most  unlikely  to  employ  copyists  in  the  case  of  such  an  imp 
tant  patron  as  Briihl.  Even  so,  there  is  a  slickness  of  handling, 
a  tendency  towards  summary  treatment  in  details,  which  ma 
them  less  vigorous  and  lively  than  the  originals,  though  hig 
skilful.  In  contrast  are  a  few  repetitions  of  Warsaw  subjects  in 
exhibition,  originally  coming  from  private  Polish  collectio 
which  rouse  suspicion  that  they  may  be  by  copyists.  In  these, 
touch  is  laboured  and  somewhat  clumsy  and  feeling  for  light  a 
air  is  less  than  in  the  originals. 

In  any  case,  these  comparisons  make  it  evident  that  so 
current  attributions  to  Bellotto  need  reconsideration.  Moreo 
the  problem  of  Bellotto's  imitators  and  followers  needs  stu 
Circumstances  did  not  allow  the  borrowing  of  certain  paint 
which  would  have  been  interesting  in  this  connection.  Amo 
these  is  a  group  at  Toulouse  by  Pietro  Bellotto,  the  brother 
Bernardo,   recently  identified  and  published  by  Monsi 
Mesuret.  These  are  quite  second-rate,  and  are  not  likely  to  be  c 
fused  with  the  work  of  Bernardo ;  but  they  explain  some  ea 
attributions  of  inferior  work  to  him  which  have  been  too  rea 
accepted  on  the  grounds  of  antiquity.  More  important  is 
disentangling  from  the  work  of  Bernardo  that  of  his  son  Loren: 
who  was  his  father's  companion  and  assistant  during  his  seco 
stay  in  Dresden  and  while  he  was  in  Warsaw.  Thanks  to 
researches  of  Dr.  Stefan  Kozakiewiez,  Lorenzo  is  beginning 
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Jernardo  Bellotto.  Krasinski  Square  (detail),  canvas,  116  X  164  cm. 
■  National  Museum,  Warsaw  (Inv.  No.  128656). 


erge  as  a  distinguishable  personality  of  some  stature.  Two 
ntings  (both  of  them  views  in  Rome)  are  known  in  which  the 
m  of  signature  shows  that  he  collaborated  with  Bernardo,  and 
:  highly  accomplished  work  (at  Smith  College,  Northampton, 
iss.)  is  signed  by  him;  while  on  the  basis  of  these  other  attri- 
|  tions  have  been  made.  Though  there  is  nothing  in  the  exhibi- 
11  by  Lorenzo,  there  is  one  painting  which  records  his  connec- 
n  with  Ins  father.  In  a  large  view  of  Warsaw,  seen  from  a  hill 
hind  Praga,  a  suburb  of  the  city  on  the  other  side  of  the  Vistula, 
:re  is  in  the  lower  left-hand  corner  a  group  consisting  of  the 
ng  Stanislas,  and  Bellotto  at  work  on  the  picture,  which  is  held 
position  by  Lorenzo,  and  the  geographer,  Hermann  Karl  de 
rtheis,  Bellotto's  son-in-law  (The  Panorama  of  Warsaw  from 
aga,  Warsaw  National  Museum,  Inv.  663,  No.  128).  Evidently, 
view  of  Lorenzo's  activity,  some  current  attributions  to 
:rnardo  may  need  revision. 

An  interesting  section  of  the  exhibition  is  made  up  of  the  work 
Polish  painters  influenced  by  Bellotto.  Some  of  these  are 
mkly  imitators,  though  so  different  in  the  handling  of  their 
int  and  in  the  introduction  of  contemporary  costume,  that 
infusion  with  Bellotto  is  most  unlikely.  Others,  though 
blottesque  in  theme  and  in  the  treatment  of  architecture,  are 
-■rvaded  with  the  sentiment  and  apparatus  of  a  later  generation, 
hich  give  them  a  period  charm,  apparent  in  the  work  of 
Urcin  Zaleski  (The  Lazienki  Palace)  and  Wincenty  Kasprzycki 
i7ie  Wilanow  Palace). 


5.  Bernardo  Bellotto.  The  Wilanow  Palace,  the  garden  view,  canvas,  84  x 
108  cm.  The  National  Museum,  Warsaw  (Inv.  No.  156172). 


6.  Bernardo  Bellotto.  Allegorical  Supraporte,  canvas,  109  X  155  cm. 
Dresden,  Gemaldegalerie  (Gal.  No.  633). 


65 


Above  left.  Amedeo  Modigliani.  Caryatid.  Coloured  and  conte  crayons  and  pencil,  21 J  X  17  in.  Baltimore  Museum  of  Art.  Above  right.  Walter  Sickt. 
Tipperary,  1914.  Oil  on  canvas,  20  <  16  in.  Tate  Gallery,  London.  Both  pictures  shown  in  the  exhibition  '1914'  which  commemorated  the  fiftieth  anniv- 
sary  of  the  foundation  of  the  Baltimore  Museum  of  Art. 

The  Connoisseur  in  America 

M-L.  D'OTRANGE  MASTAI 


Baltimore  Museum  Golden  Jubilee 

THE  celebration  of  the  fiftieth  anniversary 
of  the  Baltimore  Museum  of  Art  was  'the 
ostensible  purpose'  of  an  exhibition  of  paintings, 
drawings  and  sculpture  created  in  1914.  In  a 
foreword  to  the  catalogue  issued  on  the  occa- 
sion, Charles  Parkhurst,  director  of  the  Museum, 
defines  the  aims  of  the  exhibition:  'It  is  not  in- 
tended to  be  a  comprehensive  study  of  the  pro- 
cesses of  art  in  1914,  not  a  documentary,  histori- 
cal exhibition,  nor  a  philosophical  one.  The 
decisive  terms  of  the  selection  can  best  be  put  in 
the  forms  of  questions :  has  each  individual  work 
retained  its  merit  as  seen  in  the  present  situation  ? 
Or,  what,  in  short,  did  1914  give  to  art  that  still 
lives  and  is  meaningful  today?'  It  is  certainly 
gratifying,  and  the  public's  good  luck,  that, 
however  accidentally — we  are  asked  to  believe, 
though  we  incline  to  give  credit  where  credit  is 
due — the  exhibition  docs  turn  out  to  be,  in  the 
best  sense,  comprehensive,  historical,  philoso- 


phical, and  therefore  unavoidably  also  a  'docu- 
mentary' on  a  higher  plane. 

The  seriousness  with  which  the  Museum 
approached  its  assigned  task  is  made  evident  in 
the  several  essays  procured  from  various  authori- 
ties to  'complement  and  supplement'  the  selec- 
tion of  the  works  of  art.  Bracketed  between  the 
director's  foreword,  and  a  lucid  postlude  by  Dr. 
Gertrude  Rosenthal,  Chief  Curator  of  the 
Museum,  are  to  be  found:  '1914:  Reminiscences 
and  Meditations',  by  George  Boas,  Professor 
Emeritus  of  Philosophy  and  Aesthetics,  The 
John  Hopkins  University  (who  incidentally  also 
receives  credit  as  the  initiator  of  the  project); 
'1914:  Annus  Mirabilis  in  Thought,  Letters  and 
Art',  by  Henry  Peyrc,  Sterling  Professor  of 
French  at  Yale  University:  and  'Art  in  1914: 
Thoughts  on  the  Search  for  the  Past',  by  Lincoln 
Johnson,  Professor  of  Art  History  and  Chair- 
man of  the  Art  Department  at  Coucher  College. 

These  various  dissertations,  however  witty 


and  pithy,  provide  rich  fare,  to  be  savourcur 
leisure,  and  certainly  raise  the  catalogue  to»e 
level  of  a  document  of  permanent  interest  oiln 
intriguing  and  highly  important  theme.  lis 
safe  to  assume  however  that  most  viewers  ofic 
exhibition  very  likely  decided  to  see  the  wees 
of  art  first,  and  read  the  essays  afterwards — :d 
one  can  only  hope  that  they  kept  to  this  grd 
resolution,  or  else  they  defrauded  themse^ 
badly.  Nevertheless,  the  paintings  and  plaic 
works  after  all  were  'the  thing',  and  one  cod 
do  worse  than  to  expose  oneself  fearlessly  to* 
raw  impact  of  the  heterogeneous  assembls.-. 
The  adventure  of  the  experience  would  be^i 
course,  the  fact  that  one  would  then  be  forceco 
pass  a  candidly  spontaneous  judgement — r, 
more  brutally,  to  do  one's  own  thinking, 
state  this  bluntly  is  to  pay  tribute  to  the  - 
genuity  of  the  prime  movers,  for  it  is  eiy 
enough  to  organise  an  exhibition  of  undouba 
masterpieces,  but  to  turn  back  the  clock  anc- 
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i  Marin.  Pine  tree.  Watercolour,  19]  x  l6>  in.  Lent  by  the  Vassar  College 
Gallery,  New  York,  to  the  exhibition  which  commemorated  the  fiftieth 
iversary  of  the  Baltimore  Museum  of  Art. 


Vincent  van  Gogh.  The  Sower.  Painted  in  January  1890  at  Saint- 
Remy.  One  of  the  Haft  Collection  which  will  be  auctioned  in  Febru- 
ary by  the  Trosby  Galleries,  Palm  Beach,  Florida. 


cnsibly' — to  expose  us  to  the  challenge,  while 
tally  guiding  us  so  skilfully  that  we  are 
ind  to  reach  the  right  conclusion,  that  indeed 
far  more  difficult  task. 

"his  'right  conclusion'  may  well  have  been, 
:he  majority  of  cases,  that  in  1914  as  at  any 
er  time  before  or  since,  some  men  were 
ad  of  their  time,  others  lagged  behind,  and  a 
;  few  transcended  mere  time.  Renoir  is  of 
irse  the  supreme  example  of  the  last  category: 
i  contemporary  of  the  crinoline  produced  in 
4,  in  the  monumental  portrait  of  Mine.  Tilla 
mux,  a  timeless,  superhuman  characteriza- 
n — half   Walkyrie,    half  chryselephantine 
nerva,  deeply  based  in  the  past  but  also  not 
ly  looking  far  ahead  into  the  future  but  tower- 
;  above  it.  Sickert,  excellent  though  he  is,  is 
/arfed  by  comparison — for  he  is  supremely  of 
time,  and  now  necessarily  we  must  see  him 
iuced  by  distance.  The  same  is  true  of  the 
nericans:  Henri,  Glackcns,  Bellows,  Luks,  un- 
pcctedly,  holds  out  well,  and  so  does  Marin, 
s  surprisingly,  whose  crystalline  vision  has  the 
stract  purity  of  great  poetry.  But  how  strange 
seems  to  find  a  Redon,  visionary  and  poetic 
lowers  and  Butterflies)  not  far  from  Picasso's 
himsical,  and  frankly  brutal,  Class  of  Absinthe, 
id  to  realize  with  a  shock  that  the  two  men 
ight  well  have  been  at  work  on  these  diver- 
■nt  expressions  at  the  very  same  and  precise 
oment,  not  a  stone's  throw  from  each  other. 
There  is  a  great  lesson  in  watching  the  easy, 
fortless  way  in  which  Braque  towers  above  a 


medley  of  mediocrities  that  have  yet  now 
assumed  undeserved  immortality,  simply  be- 
cause they  happened  to  be  there  when  the  whirl- 
wind swept  by.  Brancusi,  Mondrian,  Malevich 
emerge  like  needles  of  granite  after  a  deluge  has 
washed  off  the  clinging,  surrounding  muck; 
Modigliani,  like  a  cliff  of  veinless  white  marble. 
In  the  light  of  these  revelations,  what  would  not 
one  give  indeed  to  be  able  to  project  oneself  in 
advance  a  half,  or  even  a  quarter-century,  to 
learn  what  judgement,  not  'posterity'  shall  pass 
on  some  of  our  own  innovators. 


Dispersal  of  the  Haft  Collection 

IN  these  columns  in  the  November  1964  issue  of 
The  Connoisseur  mention  was  made  of  the  forth- 
coming public  auction  of  the  collection  of 
French  Impressionist  and  Post-Impressionist 
paintings  assembled  by  Mr.  Morris  W.  Haft,  of 
New  York  and  Palm  Beach.  It  is  now  possible  to 
provide  complete  and  detailed  information  on 
this  event.  The  sale  will  take  place  at  the  Trosby 
Galleries  on  Tuesday  evening,  February  9th,  at 
9  p.m.,  public  exhibition  to  commence  February 
1st,  and  to  continue  until  the  eve  of  the  sale.  As 
is  customary  for  major  art  sales,  attendance  is  by 
invitation  only,  and  all  applications  should  be 
directed  to  Messrs.  Trosby,  Inc.,  211  Royal 
Poinciana  Way,  Palm  Beach,  Florida.  A  fully 
illustrated  catalogue  is  available,  and  will  be 
mailed  upon  request  and  receipt  of  five  dollars. 
An  interesting  foreword  to  this  catalogue, 


signed  by  Messrs.  M.  E.  Freshman,  President,  and 
R.  S.  Freshman,  Vice-President  of  Trosby 
Galleries,  furnishes  a  thumbnail  sketch  of  the 
collector  and  a  brief  history  of  the  collection,  and 
also  presents  some  meaningful  comments  on  the 
significance  of  the  sale  in  reference  to  the  activi- 
ties of  the  art  market  in  the  U.S.A.  and  on  a 
world-wide  scale:  'The  great  American  art 
collections,  public  and  private,  have  been  the 
labor  of  love  of  merchant  princes.  Mellon, 
Widcner,  Kress,  Carnegie,  Frick,  are  the  first 
names  that  come  to  mind  at  random — but  they 
are  names  that  might  easily  be  complemented 
with  a  host  of  others,  of  smaller  but  still  im- 
pressive magnitude.  Yet  in  a  sense  these  Maece- 
nases defeated  their  own  purpose:  through  their 
tireless  efforts  and  boundless  generosity,  the  art 
market  has  been  depicted  of  so  many  treasures 
that  works  of  art  of  first  importance  have  be- 
come appreciably  rarer  and  more  difficult  to  pro- 
cure. First-rate  collections,  particularly  of  the 
works  of  the  French  Impressionist  painters  arc 
not  easily  put  together;  even  more  seldom  do 
they  come  under  the  hammer  as  a  whole,  as 
their  fate  more  often  is  to  find  well-earned  re- 
pose and  sanctuary  in  the  precincts  of  our 
museums.  Admirable  as  these  munificent  dona- 
tions are,  where  do  they  leave  the  present  collec- 
tor, thus  deprived  of  the  pleasures  and  privileges 
of  personal  acquisition?  .  .  .  The  informed  art 
collector  need  hardly  be  reminded  once  more 
that  major  works  by  the  great  French  Impres- 
sionist masters  have  not  only  soared  in  value 
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Two  examples  of  the  bronze  dore  decoration  of  a  suite  of  Neo-Classical  furniture  (see  also  facing  page).  These  medallions  may  be  portraits  of  Joadr 
Murat  and  Josephine,  King  and  Queen  of  Naples.  Photographs  by  courtesy  of  Bergdorf-Goodman,  New  York.  The  Art  Institute  of  Chicago. 


fantastically  in  the  past  three  decades  but  arc- 
now  practically  unobtainable — every  item  of 
importance  that  appears  being  snapped  up  for 
donation  to  museums,  and  those  still  in  private- 
possession  in  the  great  majority  of  cases  already 
pledged  to  the  same  purpose  upon  the  passing  of 
their  present  owners.  .  .  At  the  outset  of  this 
sale,  therefore,  wc  merely  ask  you  to  search 
your  memory  and  reflect  when  a  great  Van 
Gogh,  a  Monet  of  historical  importance,  or  a 
Renoir  of  unparalleled  orient,  last  came  up  on 
the  market?  For  a  small  group  of  discerning 
collectors,  the  dispersal  of  the  Haft  Collection 
will  provide  the  chance  not  only  of  a  present 
lifetime,  but  also  of  many  lifetimes  to  come — for 
according  to  the  present  trend,  our  grand- 
children, and  perhaps  even  still  our  children, 
may  speak  with  wonder  of  a  time  when  it  was 
possible  to  purchase  and  take  home,  for  mere 
money,  a  Sisley,  a  Pissarro,  a  Bonnard 

The  mention  of  'three  decades'  is  significant: 
Morris  W.  Haft,  'dean  of  the  American  textile 
industry',  began  collecting  in  the  early  thirties, 
i.e.,  at  the  eleventh  hour,  and  was  thus  able  to 
assemble  a  collection  that  has  been  justly  des- 
cribed as  'highly  selective  and  well-rounded'.  He 
was  indeed  'inevitably  predisposed,  by  profes- 
sional and  personal  leanings,  to  the  role  of  art 
patron' :  a  founder  of  the  H.  gh  School  of  the 
Fashion  Industry  in  New  York,  and  later  of  the 
renowned  Fashion  Institute  of  Technology  in 
the  same  city  (where  Mr.  Haft,  now  retired  from 


business,  holds  the  post  of  Chairman  of  the 
Board  of  College)  the  distinguished  industrialist 
made  beauty  both  his  occupation  and  his  pleas- 
ure. Not  content  with  his  activities  at  the 
Fashion  Institute — where  almost  fifteen  hundred 
students,  from  twenty-one  foreign  countries  and 
every  state  in  the  Union,  strive  for  degrees  in 
Applied  Science  in  an  ultra-modern,  thirteen- 
million  dollars  building — Mr.  Haft  is  also  an 
amateur  painter,  and  his  interest  in  art  is  a  very 
genuine  and  personal  matter  and  not  merely  a 
status  symbol  as  is  too  often  the  case  of  late. 

This  sympathy  is  faithfully  reflected  in  a  re- 
markable group  that  includes:  two  works  by 
Renoir,  the  lovely  Child  in  Blue  illustrated  on  the 
front  cover  of  the  November  1964  issue  of  The 
Connoisseur,  and  a  glowing  study  of  the  painter's 
favourite  model,  Gabrielle;  one  of  the  most 
luminous  of  the  Monet  landscapes  of  the  famous 
Antibes  period,  Juan-les-Pins,  painted  in  1888;  a 
Pissarro  pastel,  La  Mardumde  de  Morons,  a  view 
of  the  Foire  de  la  Saint  Martin,  in  Pontoise, 
1 88 1 ;  one  of  Degas'  most  famous  studies  of 
ballet  dancers,  La  Danseusc  Fatiguee,  and  another 
work  by  the  same  master,  showing  jockeys  on 
horseback  and  marked  by  even  more  than  the 
usual  admirable  dash  and  bravura  brought  by 
the  artist  to  the  treatment  of  such  subjects. 
Vuillard  is  represented  with  the  famous  Le  Salon 
I  ert  des  Hessel,  a  work  not  only  of  beauty  per  sc 
but  an  intriguing  example  of  the  painter's  self- 
imposed  (as  a  discipline  against  spontaneity)  and 


staggeringly  difficult,  technique  ot  peinturlu 
cotte;  while  Bonnard  answers  with  a  fervidB*j 
life  built  up  of  colour  touches  that  are  just  at: 
mere  touches,  the  glow  of  enamel  rendered  Wki 
brush  strokes  that  have  the  imponderabili  of 
fallen  petals.  Other  notable  works  are  a  placi  ma 
limpid  study  of  a  quiet  stream  by  Alfred  S«y. 
Lcs  Boris  du  Loing,  and  a  deceptively  simplwj 
bitingly  caustic  profile  by  Toulouse-LautrfflM- 
his  friend,  the  painter  Jean  Grenier. 

The  collectors'  first  interest  was  in  the  paiiing. 
of  Corot,  and  this  is  notably  illustrated  witpe 
renowned  Marais  de  Sin-Dcchy,  (Robaut  $}') 
painted  in  the  region  of  Douai,  so  dear  ttchc 
artist  because  of  the  close  ties  of  friendship  pi 
the  Dutilleux-Robaut  families  there.  Atth 
other  end  of  the  scale,  a  woman's  portrait)'. 
Modigliani  pays  homage  to  the  genial  anM- 
fated  artist  whose  tragic  life  was  on  every  cfct 
an  antithesis  to  that  of  the  serene  Corot.W 
whose  austere  and  melodic  line  revolutions 
the  artistic  vision  of  our  century. 

The  Post-Impressionists  are  represented  lb 
distinguished  works  by  Albert  Andre,  Pm 
Albert  Marquet,  Valtat,  Henry  Morer,  Otro- 
Friesz,  Georges  d'Espagnat,  Pierre  Laprade.  Be 
Valtat  deserves  special  mention :  certainly  onjot 
the  artist's  finest  and  most  important  worla 
splendidly  incandescent  Woman  in  Red,  \tik 
the  Marquet,  Un  Jardin  d'Algerie,  arnrimi- 
stature  of  this  painter,  still  too  close  to  us  fo3>. 
full  measure  of  appreciation  that  will  con  to 
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h  m  time').  The  only  contemporary  artist  re- 
ip  nted  in  the  collection  is  the  Israeli  painter, 
p,  en  Rubin,  whose  work  is  imbued  with  a 

0  in  Biblical  nobility  and  poesy. 

1  \n-toncours  is  The  Sower — (after  Millet),  by 
\  Gogh,  a  major  w  ork  of  the  Saint-Remy 
p  id,  on  a  theme  of  which  the  genesis  furn- 
i>  a  microcosm  of  the  painter's  development, 
b  artistic  and  spiritual.  As  early  as  1880,  the 
a  :  produced  a  copy  from  the  reproduction  of 
ft  ,-t's  famous  painting  by  that  title  (This  now 
f  is  part  of  the  collection  of  the  artist's 
B  tew,  V.  W.  van  Gogh,  in  Laren,  Holland, 
a  was  recently  exhibited  at  the  Guggenheim 
i  eum  in  New  York,  prior  to  permanent  in- 
k  ition  111  Amsterdam).  This  earliest  version. 
I  n  and  ink  drawing,  would  be  a  literal  copy, 
I  pt  for  some  minor  changes  in  the  garb  of  the 
I  ant  figure — such  changes  however  might 
I  have  been  voluntary  but  due  to  a  lack  of 
I  mess  in  the  reproduction  Van  Gogh  was 
I  >wing.  Yet,  other  studies,  done  a  year  later, 
s  v  close  adherence  to  the  theme  but  also 
(  irturcs  from  the  setting,  'props',  etc.  Seven 
p  s  later,  when  Van  Gogh  reverts  again  to  this 
I  "ssive  theme,  he  produces  both  a  faithful 
i  ;esian  version,  and  a  famous  oil,  also  titled 

Sower  that  deviates  radically  in  composition 
.  well  as  mood:  clearly  imbued  with  the 
I  mese  influence,  then  paramount  in  French 
I  itic  circles,  it  has  nothing  in  common  with  the 
1  let  painting  but  the  title.  It  is  only  in  the  final 
1  r  of  his  life,  in  1 890,  that  Van  Gogh  at  least 
i  :eeds  in  effecting  a  truly  harmonious  merg- 
1  of  the  Millet  theme  with  his  own  tempestu- 
■  artistic  personality.  The  result  is  the  impres- 

figure  shown  here.  Additional  interest  in 
1  work  is  aroused  in  America  by  the  fact  that 
I  Millet  painting,  done  in  1850,  on  which  Van 
J  gh  based  his  various  versions,  forms  part  of 
1  collection  of  the  Museum  of  Fine  Arts  in 
1  iton. 

Neo-Classical  Furniture 

SUITE  in  the  Neo-Classical  style,  and  re- 
rkable  for  its  extreme  richness  of  design  and 

:  cution,  was  recently  acquired  in  London  by 
nneth  Darrall-Revv,  buyer  for  the  Antiques 

I  lartment  of  the  well-known  New  York  firm 
Bergdorf-Goodman — from  whom  it  was 
isequently  purchased  by  Mrs.  Laurance 
mour  for  presentation  to  the  Art  Institute  of 
icago  in  memory  of  the  late  Laurance 
mour,  together  with  a  group  of  other  objects 
Napoleonic  interest. 

The  ornamentation  of  the  suite  is  of  great 
mplexity,  incorporating  sphinx-heads,  pal- 
ates, beading,  wreaths  of  oak  and  laurel, 
litary  trophies,  etc. — in  short,  all  the  para- 
ernalia  of  the  Empire  style,  together  with  a 
are  original  type  of  decoration,  under  the 
rm  of  oval  medallions  with  mythological 
;ures,  and,  even  more  interesting,  circular 
idallions  with  what  appears  to  be  contempor- 
y  portraits  of  royal  personages  albeit  some- 
fat  idealized.  Nevertheless,  the  facial  charac- 
"istics  are  very  clearly  defined:  note  the  up- 
med  nose  of  the  young  man  in  military  uni- 
rm,  with  epaulettes,  various  decorations,  and 
multi-rayed  'grand  crachat',  and  the  finely- 


chiselled  nostrils  and  plump  chin  of  the  lady, 
wrapped  in  an  ermine  mantle.  All  these  various 
decorative  designs  and  symbols  are  rendered  in 
bronze  dore,  set  against  a  background  of  elm 
burl  wood  of  a  luminous,  clear  golden  colour. 

Research  is  at  present  under  way  at  the 
Chicago  Museum  regarding  the  significance  of 
the  various  emblems,  with  a  view  to  establishing 
initial  ownership  of  the  suite.  This  is  centrally 
based,  of  course,  on  the  two  medallions  shown 
here.  Mr.  Darrall-Rew  has  suggested  Joachim 
Murat  and  Caroline,  King  and  Queen  of 
Naples — pointing  out  that  the  wood  used  is  very 
typical  of  the  Italian  furniture  of  the  Empire 
period.  There  can  be  little  doubt  that  French 


furniture  of  that  time,  while  equally  rich  where 
sumptuosity  was  called  for,  always  retained  a 
certain  stiffness  and  heaviness.  The  set  under  dis- 
cussion is  marked  by  definitely  sunnier  and  far 
more  light-hearted  grace — no  small  feat  this 
indeed,  by  whomever  accomplished,  to  have 
overcome  in  so  pleasant  a  manner  the  pomposity 
and  pedantry  of  a  'nouveau  regime'. 

The  suite  comprises  all  the  furnishings  of  a 
bureau:  desk,  sofa,  arm-chairs,  etc.  This  im- 
pressive ensemble  is  certainly  representative  of 
palatial  elegance  at  its  most  splendid.  The  find- 
ings of  the  Art  Institute  of  Chicago  on  this  in- 
triguing subject  will  be  presented  to  our  readers 
when  released. 
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magazine  designed  to  meet  the  tastes  and  requirements 
readers,  will  include  the  following  contents : 
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J.  F.  Hayward  continues  his  series  of  important  artick  on 
the  Mannerist  Goldsmiths,  in  this  article  dealing  with  Antjerp 
work  and  the  Italian  influence  in  the  designs  of  Eraaus 
Hornick. 


Our  contributors 
in  this  issue  include  : 

Geoffrey  DE  bellaigue,  Deputy  Surveyor  of  the 
Queen's  Works  of  Art. 

Robert  Sherlock,  f.s.a.,  the  leading  authority  on 
the  chandeliers  of  Britain. 

j.  f.  hayward,  Deputy  Keeper  of  the  Department 
of  Woodwork,  the  Victoria  and  Albert  Museum. 

HUGH  tait,  f.s.a.,  Assistant  Keeper  of  the  Depart- 
ment of  British  and  Mediaeval  Antiquities  at  the 
British  Museum. 

JOHN  FLEMING,  art  historian  and  author  of  Robert 
Adam  and  his  Circle. 

Sydney  goodsir  smith,  one  of  Scotland's  leading 
poets,  and  art  critic  to  The  Scotsman. 

guido  marinelli,  art  historian,  correspondent  of 
the  Revue  of  Italian  Studies,  and  Emporium ;  he 
is  a  specialist  in  mediaeval  architecture  as  well  as 
in  modern  art. 

graham  HOOD,  of  Yale  University  Art  Gallery, 
and  one  of  America's  foremost  historians  of 
porcelain. 


Graham  Hood  shows,  in  colour  and  monochrome,  son 
the  Meissen  porcelain  in  the  J.  P.  Morgan  collectic  at 
Wadsworth  Atheneum,  U.S.A. 

Anthony  Coleridge  reveals  for  the  first  time  the  extentind 
importance  of  the  English  furniture  in  the  Duke  of  Ar;  11 
collection  at  Inveraray  Castle,  Scotland. 

Joseph  T.  Butler  records,  for  the  first  time  in  a  Britis 
magazine,  the  wealth  of  Mrs.  Giles  Whiting's  Ame. 
collections  at  Scarborough-on-Hudson,  New  York.  (Pai  1 

A.  C.  Sewter,  of  Manchester  University,  writes  on  the  in 
tant  'Between  Renaissance  and  Baroque'  paintings  exhib 
to  be  held  at  Manchester  City  Art  Gallery. 

William  Gaunt  writes  on  some  of  the  Impressionist  pain 
in  the  collection  of  Mr.  and  Mrs.  George  Farrow. 

Four  drawings  by  R.  A.  Bevan,  reproduced  in  offset-It^ 
with  an  introduction  by  J.  Wood  Palmer. 

In  addition  *  all  the  regular  features  including:  Connor 
in  America,  Art  Books  reviewed,  International  Salernff. 
Paris  Dispatch,  etc. 
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Illustrated  Catalogue 
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Odilon  Redon.  Le  pot  de  geraniums.  1908-10. 
25  x  19i  inches. 


Pierre-Auguste  Renoir.  Nature  morte  aux  grenades.  Signed  1893. 
18£  x  14i  inches. 
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CHAMPAGNE 
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Andre  L.  Simon 

Andre  L.  Simon:  the  History  of 

CHAMPAGNE 

The  latest  work  by  the  doyen  of  food  and 
drink.  A  book  to  delight  and  stimulate  the 
palate  of  connoisseur,  historian,  hostess  and 
husband  alike.  Illustrated. 
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By  Appointment 
to  H.M.  Queen  Elizabeth 
The  Queen  Mother 


By  Appointment 
to  H.M.  Queen  Elizabeth  11 
Jewellers 


By  Appointment 
to  the  late  Queen  Mary 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 
AN  IMPORTANT  ROYAL  EIGHTEENTH  CENTURY  GOLD  BOX 


0  5#  W 


A  chased  eold  and  rock  crystal  Louis  XVI  box,  the  cover  with  a  fine  miniature  painting  of  Marie  Antoinette  attributed  to  P.  V.  Campana, 
tot^^^hZ^Zi^  Enamelled  with  opaque  white  pellets  and  translucent  g-en  leaves  ™*™^g1*J£Y?a£'- 
Paris  1782-83  with  the  poinfon  of  the  Fermier  Henri  Clavel.  From  the  collection  of  the  Due  de  Mecklenburg.  Diameter  3  in.  height  I  ft  in. 

TWO  ATTRACTIVE  GOLD  CIGARETTE  BOXES  BY  CARL  FABERGE 


Red  gold  cigarette  box  reeded  and  engraved  with  a  line  and  dot 
pattern,  the  thumbpiece  set  with  a  cabochon  sapphire.  Fully  signed. 
3^  Xlftxj  in. 


Green  and  red  gold  reeded  cigarette  box  with  a  match  compartment, 
tinder  attachment  and  a  cabochon  sapphire  thumbpiece.  Fully  signed 
and  bearing  the  initials  of  the  workmaster  August  Fredrik  Hollming 
and  the  gold  mark  72  (equivalent  to  our  18  carat  and  the  old  St. 
Petersburg  mark  in  use  prior  to  1896).  3 J  X  2$  X  f  in. 


FINE  TAPESTRIES.   SAVONNERIE  and   AUBUSSON   CARPETS,   NEEDLEWORK   and    BROCADES,   ENGLISH   and   FRENCH  FURNITURE 


(Member  of  B.A.D.A.) 


Finely  woven  Aubusson  rug  o 

ivory  coloured  ground  with  flora 
decoration  of  sprays  in  pastel  co 
ours  of  pink,  red  and  green,  an 
surrounded  by  pillar  box  red.  1 9t 
Century 

Size:  5  ft.  3  in.  <  6  ft.  3  in. 


70  SOUTH  AUDLEY  STREE 
LONDON,  W.I 

Telephone:  HYDe  Park  S288 

and  at  36  HIGH  STREET,  OXFORD 
Telephone:  Oxford  44197 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


Pair  of  George  III  silver  chamber 
candlesticks  1765  by  Wm.  Cafe 


Pair  of  George  II  silver  salts 
1747  by  George  Wicks 


Promenade 


CHELTENHAM 


George  III  silver  hot  water  jug 
1783  by  John  Schofield 


Telephone  22821 
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KAPLAN  GALLERY 

6  DUKE  STREET      ST.  JAMES'S      LONDON      SW1      WHItehall  8665 


21  >  25  inches 


'Automne  dans  la  Campine' 


21  x  25  inches 


AN  EXHIBITION  OF  GOUACHE  PAINTINGS  BY 

FERDINAND  LUIGINI 


1870  1943 


FROM  FEBRUARY  9th 


le  de  Bruges' 


21  x  25  inches 


'Faubourg  a  Ferrieres' 


14  x  17  inches 


The  Property  of  Mrs.  Naomi  Pearlman 

PHILLIPS 

SON  &  NEALE 

Fine  Art  Auctioneers  since  1796 

Will  Sell  by  Auction  on  Tuesday  and  Wednesday  9th  &  10th  March 
A  Comprehensive  Collection  of 

FRENCH  FURNITURE;  Russian  and  other  Bronzes;  Wedgwood, 
and  Chelsea  Derby,  Porcelain,  French  Cameo  and  Stourbridge  Glass; 
Porcelain  Plagues,  and  Paintings  and  Watercolours  by  eminent  Vic- 
torian Artists. 

SILVERWARE;  Russian  and  Viennese  Enamels  including  a  cabinet 
with  surmount  of  silver  and  enamel  baroque  pearl  inset  figures.  Also 
cameo  jewellery. 

IVORY  FIGURES,  Netsuke,  Inro  and  Jade. 

Austrian  crystal  cup  and  cover, 
with  silver-gilt  mounts,  10?  in. 


Three  illustrated  catalogues,  price  1/-  each 
BLENSTOCK  HOUSE,  7  BLENHEIM  STREET,  NEW  BOND  STREET,  LONDON,  W.l 

GROsvenor  8541  (7  lines) 


LONDON 

CITY  SHOWROOM 

1 8  Leather  Lane,  E.C.  1 
Holborn  4633 


_ 


•1 


George  II  salver 
by  Paul  de  Lamerie 
London  1732 
Weight  9x5  oz. 
Length  6|  in. 
Width  6J  in. 


I.  FREEMAN  &  SON  LTD 


NEW  YORK 

NEW  YORK  SHOWROOM 

12  East  52nd  Street 
Plaza  9-6900 


by 


Paul 


de 


Lamerie 


■■■■ 
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The  Civil  Hospital  on  the 
Canal  San  Giovanni.  Venice 
by  F.  DEL  CAMPO.  1888 
(signed  and  dated). 

Canvas  size:  26  x  I5|  inches. 
(66  x  40  cm.) 

Framed  size:  33  x  22 J  inches. 
(84  x  58  cm.) 


M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 

Telephone:  U'HItehali  6068/9        Telegraphic  Address:  NEWPIC,  LONDON,  S.W.I 


BY  APPOINTMENT 
DEALERS  IN  ANTIOUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  rare  and  important  Georgian  carved  walnut  settee.  Circa  1755. 
Overall  width:  5  ft.  4  in. 


44I52  New  Oxford  Street,  London  W.C.i 

Telephone;  Museum  2121  Telegrams:  Artisonne  London  WC1 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATE 


The  537  members  of  the  B.A.D.A.  will,  in  1965,  make  a  major  contribution  to  enhance  Britain's  reputation  as  the  centre  of  th 
World's  fine  art  trade.  Britain's  international  fine  art  trade  in  1963-1964  amounted  to  almost  £51,000,000  in  exports  and  import 

The  Association's  membership  has  to  be  earned,  is  not  given  lightly,  and  is  reviewed  annually.  B.A.D.A.  members  back  thei 
advice  on  quality,  authenticity  and  value  with  the  greatest  body  of  expert  knowledge  in  the  World. 

The  Association  is  the  official  body  for  the  certification  of  antiques  for  export  to  the  Commonwealth  and  certai 
foreign  countries. 

It  is  a  condition  of  membership  of  the  Association  that  a  member  shall  not  be  a  party  to  nor  participate  in  any  agreemen 
commonly  called  a  "Knock-out"  agreement  which  is  illegal  by  reason  of  the  provisions  of  the  Auctions  (Bidding  Agreements 

Act  1927. 

There  are  various  methods  of  selling  antiques  and  works  of  art.  Any  member  of  the  B.A.D.A.  will  advise  you  on  the  mos 
appropriate  method  in  all  cases: 

1 .  To  sell  direct  to  a  member. 

2.  To  sell  on  commission  through  a  member. 

3.  To  sell  to  another  dealer. 

4.  To  sell  by  auction. 


THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 

20  RUTLAND  GATE,  LONDON,  S.W.7  KENSINGTON  4128  &  210; 
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A  Louis  XV  rectangular  gold  snuff  box 
by  Damien  Jean  Juin,  Paris  1768 
(Actual  size) 

An  example  from  our  collection  of  fine  Snuff  Boxes 


Valuations  for  Probate, 
Insurance  and  Division. 


Telephone:  MA  Yfair  6261  &  6262    Telegrams:  inland,  'Euelase'  Wesdo,  London' ;  overseas,  'Enclose,  London,  W.T 


XV 


LONDON 

69  Upper  Berkeley  Street, 
Portman  Square,  W.l 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London  W.l 


D.  M.  ir  P 


MANKEIM 


Members  of  The  British  Antique  Dealers''  Association  Ltd. 
and  Art  and  Antique  Dealers*  League  of  America 


NEW  YORI 

46  East  57th  Street 
New  York  22,  N.Yj 

Cables: 
\  ivantique,  New  York 


EIGHTEENTH  CENTURY 
BLUE  AND  WHITE  PORCELAIN 

Three  rare  examples 

Top:  Bow  sauceboat,  fluted,  decorated  with  pagodas, 
trees,  birds  and  flowers.  The  handle  has  a  raised  heart 
finial.  4  in.  high,  9  in.  long.  Circa  1765 


Bottom  left:  Bristol  hard-paste  inkwell.  Blue  cross 
mark  on  base.  2k  in.  high,  3£  in.  diameter.  Circa  1770 


Bottom  right:  Bowsucrierand  cover,  design  of  pagodas 
and  fishermen.  Marked  on  base  with  numeral  30  in 
blue.  Z\  in.  high,  4j  in.  diameter.  Circa  1765 


Wellby 


18  &  20,  Garrick  Street, 
London,  W.C.2. 
Temple  Bar  2612 

Founded  by  John  Wellby  in  1820 


Antique  Silver  Porringer  and  Dish. 
London.  Charles  II  1682.  Weight  9  oz.  4  dwt. 


D.  &  J.  WELLBY  LIMITED, 

Goldsmiths,  Silversmiths,  Jewellers 
&  Antique  Dealers,  have  acquired 
the  business  and  premises  of 
Messrs.  BOSWELL  &  WARD 
of  30,  DOVER  STREET,  PICCADILLY, 
LONDON,  W.1.    Hyde  Park  0363 

Messrs.  Boswell  &  Ward  are 
old  established  and  deal  in 
Antique  China,  Glass  and  Furniture. 
Mr.  Boswell  will  continue  to  act 
as  Consultant  and  Buyer  of  the 
Antique  China  and  Glass  so  that  the 
quality  and  variety  of  the  Stock 
will  be  maintained. 
Messrs.  D.  &  J.  Wellby  Ltd.,  trust 
they  will  have  the  pleasure  of  your 
continued  patronage  and  look 
forward  to  being  of  service  to  you. 
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GALERIE  VOLTAIRE 


OLD  MASTER  PAINTINGS  -  WORKS  OF  ART 


Bronze  Angels 
Height  19  cm. 
Italian,  early  17th  Century 


Cyril  Humphris  Ltd. 

23  OLD  BOND  STREET,  LONDON  W.l 

MAYfair  6240 


George  III  tankard 
by  Robert  Hennell    16  oz.  1791 


PAIR  of  candlesticks 
by  J.  Priest    34  oz.  1752 


George  III  tea  caddy 
by  Pierre  Gillois    10  oz.  1769 


ALSO  A  FINE  SELECTION  OF  ITEMS 
BY 

HESTER  BATEMAN 


d  e  h  a  v  i  1 1  a  n  < 

{antiqu< 

82  fulham  road  s.w.3 
london         telephone  KNIghtsbridge  92( 
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By  Appointment 
quaries  op  Chinese  Art 

THE  LATE  QuEEN  MARY 


By  Appointment 
Antiquaries  op  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  op  Chinese  Works  op  Art 
to  H.M.  the  Kmc  op  Sweden 


JOHN  SPARKS 


LIMITED 


Cfjmeste  WioxU  of  8rt 


A  Chinese  porcelain  vase  of  quadrangular 
section  (One  of  a  pair  with  their  matching 
porcelain  stands)  decorated  in  brilliant 
Famille  Rose  enamels 
CH'IEN  LUNG  PERIOD 
A.D.  1736-1795 
Height  13  inches 


128  MOUNT  STREET,  LONDON,  W.  1 


GROsvenor  2265 


MOUNT  STREET 


■  -  ] 


GROSVENOR 
SQUARE 


[Clandges 


Connaught 


MOUNT  STREET 


(JTtrail  February.  Not  as  'fill-dyke'  as  it  was  now  drainage  improves,  but 

J  lopped  of  a  day  since  the  Emperor  Augustus  decided  'his'  month  should 
be  as  long  as  any  other. 

Half-way  between  winter  and  spring  with  snowdrops  at  Candlemas, 
crocuses  on  Valentine's  day  and  forward  primroses  before  its  end,  Febru- 
ary can  be  pleasant.  Even  cabbages  sprout. 

Mount  Street,  as  ever,  has  no  lack  of  interest.  There  is  a  fine  carved 
limewood  panel  (4  ft.  6  in.  X  2  ft.  6  in.)  at  Mann  &.  Fleming's.  Painted 
oyster  grey,  the  detail  of  cherub's  head,  loops  and  swags  of  fruit  and 
flowers  is  enchanting.  Compare  with  details  of  Grinling  Gibbons'  work  at 
New  River  Head,  Petworth  or  St.  Paul's.  From  the  Master's  workshop  ? 

As  for  crocuses — there  is  actually  a  set  of  three  Chelsea  Red  Anchor 
period  crocus  pots  at  Ayer's,  painted  with  exotic  birds  and  puce  decoration. 
Too  valuable  now  for  use  as  flower-vases  one  can  sec  the  lady  of  the  house 
putting  them  in — in  1755 — when  the  pots  were  made. 

A  touch  of  spring  is  evident  at  David  Peel's,  in  an  elegant  French  bronze 
(f.  1680)  of  Europa  and  the  Bull  (Zeus)  who  is  galloping  away  with  her  over 
the  sea  to  Crete,  her  gay  chaplct  of  flowers  around  his  neck. 

Another  young  female,  next  door  at  Kerin's,  is  also  French  but  18th 
century.  Life-size  in  terracotta  and  serene  of  face,  she  holds  sickle  and  sheaf 
of  corn — representing  High  Summer — sign  of  that  long  fashion  for  objects 
depicting  the  Seasons  of  the  Year  indoors. 

The  Four  Seasons,  18  inches  high  and  carved  in  ivory  (probably 
Italian,  early  19th  century)  can  be  found  at  Stelman's.  Spring  and  Summer 


are  young  women,  Autumn  a  young  man  holding  a  pheasant  and  Win-  jn 
old  man  with  a  sheepskin  against  the  cold. 

Summer  ahead  and  there  is  an  enviable  silver  Strawberry  Dish  (Geo*  Ii 
at  A.  B.  Gilbert's.  Made  in  London  by  Thomas  Ewesden  in  1717.1: 
coat-of-arms  in  the  centre  and  scalloped  edge,  it  is  7  inches  in  diameter 

We  hear  there  is  a  chance  of  further  interesting  additions  to  Bang  s 
Oriental  works  of  art  arriving  soon  from  overseas. 

If  Derbyshire  'blue-john'  came  from  Italy  it  would  sound  as  desira:as 
it  looks.  When,  in  about  1800,  the  vein  of  this  attractive  fluorspar  t»an 
to  show  signs  of  exhaustion  so  that  the  tall  vases  could  no  longer  be  rde. 
master  craftsmen  of  the  county  looked  hard  at  the  Duke  of  Devons'e's 
collection  of  pietrc  dure  at  Chats  worth  and  made  fine  table  tops,  using  •cai 
marbles  and  fluorspars  in  geometrical  patterns,  as  well  as  lapis  and  lh- 
chite.  Two  fine  vases  and  a  table  now  at  Stanley  Pratt's  are  'od 
examples. 

Bavaria  is  a  long  way  from  Mount  Street,  but  at  Harrington's  3w 
(at  120)  there  is  a  particularly  small  painted  armoire  from  that  i8th;n- 
tury  kingdom  of  much  'associational'  interest.  It  carries  the  date  I78cnii 
the  letter  'S'  on  one  side  with  'FH'  on  the  other  (for  Friedrich  Prii  zi 
Hohenlohe  Schillingsfiirst  and  is  4  ft.  i£  in.  wide  x  5  ft.  8  in.  high 

The  signs  that  adorn  this  page  are  neither  secret  nor  Greek,  but  arok 
astronomical  signs  found  by  Professor  Rudolf  Koch  for  AQUAFJS 
(water-bearer)  and  PISCES  (the  fishes),  both  of  which  straddle  pa  oi 
February.  What  a  pity  that  Augustus  could  not  decree  one  zodiacal  sig  i 
each  calendar  month  !  V.  WAR1-N 


Ayer  &  Co.  (Antiques)  Ltd. 
Barling  of  Mount  Street  Ltd. 
Gilbert,  A.  B.  (Belfast) 
Harrington,  R.  L.  Ltd. 
Kerin,  Gerald  Ltd. 
Mann  &  Fleming  Ltd. 
Peel,  David  &  Co.  Ltd.  (at  No.  2  Carlos  Place,  Mount  Street) 
Pratt,  Stanley  J.  Ltd.  at  No.  27 

Sparks,  John  Ltd.  at  No.  1 28 

Stelman,  N.  (Antiques  Corner  Ltd.)    at  No.  104 
Waddingham,  Walter  at  No.  99 


at  No.  130 

at  No.  112 

at  No.  91 

at  No.  120  &125 

at  No.  9 

at  No.  120b 


18th  &  19th  Century  English  Furniture  and  Porcelain 
Early  Furniture,  Chinese  &  European  Works  oj  Art 
Antique  &  Modern  Silver  &  Old  Sheffield  Plate 
English  &  Continental  Furniture  &  Works  of  Art 
English  &  Continental  Furniture  &  Porcelain,  Works  of  Art 
Antiques  Decorations 
European  Works  of  Art 

18th  Century  English  Furniture,  Chimney  Pieces.  (See  back  cover) 
Chinese  Works  of  Art 

Antique  Jewellery,  Bijouterie,  Miniatures,  Boxes  &  Enamels 

18th  Century  English  Furniture,  Chinese  Porcelain,  Dutch  and  Itam 
Paintings 


Barfi 


inq 


OF  MOUNT  STREET   LTD  I 
LONDON 


nesc 


and  European  Works  oj  Art 


lv  furniture 


2  Mount  Street 
JNDON  W.i 


Standing  figure  of  Buddha  in  grey  schist. 

Gandhara  2nd  to  3rd  Century 
43  in.  high,  excluding  base 


dephone:  GROsvenor  2858 
ables:  BARGRO,  London,  W.i 


WIL DEN  STEIN 

announce  the  opening  on  February  25  th  of  an  im- 
portant Loan  Exhibition  of  Sienese  and  Florentine 
paintings  in  aid  of  the  National  Trust  and  the  Nat- 
ional Art-Collections  Fund,  fuller  details  of  which 
will  appear  in  the  March  issue  of  The  Connoisseur 

147  NEW  BOND  STREET,  LONDON,  W.i 

Mayfair  0602 


Ivory  cup,  with  silver-gilt  mounts. 
GERMAN    <:.  1640     10  in.  high. 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver 

16c  Grafton  Street,  W.i 

Member  of  the  B.A.D.A.  Ltd.  Telephone:  Hyde  Park  1597 


By  direction  of  Miss  M.  Cholmondeley 

CHURCH  HOUSE 
BASCHURCH  Shropshire 

8  miles  from  Shrewsbury         11  miles  from  Oswestry 

Important  Sale  of 
FINE  QUALITY 
ENGLISH  and  FRENCH 
FURNITURE 

of  the  XVII Ith  and  Early  XlXth  CENTURIES 
GEORGIAN  SILVER,  SHEFFIELD  PLATE, 
OIL  PAINTINGS,  BOOKS,  OLD  ENGLISH, 
CONTINENTAL  &  ORIENTAL  PORCELAIN  etc. 

in  a  large  marquee  adjacent  to  the  Residence  on 

THURSDAY  &  FRIDAY 
25th  &  26th  MARCH,  1965 

Commencing  each  day  at  1 1  a.m.  precisely, 
View  day:  Monday  22nd  MARCH,  1965  from  10a.m.  until  6p.m.  t 

Illustrated  Catalogues  (4/-  each)  from  the  Auctioneers. 
(Catalogues  are  being  prepared  and  will  be  available  shortly) 

C.  E.  WILLIAMS  &  CO. 

Salop  House,  Salop  Road,  OSWESTRY 
Telephone:  3288/3289 
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DAVID  PEEL 

&  CO.  LTD. 

European  Works  of  Art 


ALLEGORICAL  FIGURE 
Terracotta 
Height  lOf  inches 
Flemish  circa  1700 


2  CARLOS  PLACE,  MOUNT  STREET,  W.l 
HYDe  Park  3161 


GERALD 
KERIN 

LTD 

Gerald  W.  Kerin  William  Redfon 


A  I  ouis  XVI  painted  skle  table 
with  original  marble  top 
and  original  paint 

Extreme  width  co£  inches 
Height  34  inches 


9  MOUNT  STREET 
LONDON  W.I 

Telephone  Mayfair  1 165 


XXIII 


DELOMOSNE  AND  SON  LIMITED 


Established  1912 


KL  BLOOM  &  SON 


40  Albemarle  Street  Pircaditlu  London  W'l'  May  fail'  5060 


A  MOST  OUTSTANDING  PAIR  OF  SAUCE  TUREENS 
with  applied  grapevine  decoration 

date  1808  hy  Brnjamin  Smitb 
overall  length  7  4  inches,  overall  height  5  8  inches 
weight  88  25  ounces 
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E.  FAIRCLOUGH 

(B.  FAIRCLOUGH  (ARMS)  LTD.) 

EUROPEAN  AND  ORIENTAL  ARMS  AND  ARMOUR  SPECIALISTS 

25  Conduit  Street,  London,  W.l 

Telephone:  Hyde  Park  3946 


p  IMPORTANT  AND  EXCEEDINGLY 
TH  CENTURY  30  BARREL 

]  OCK 'FIRE  CARRIAGE' OR 

[  iE  GUN.  SECOND  QUARTER 
CENTURY.  Originally  in  the 

I;  UNITED  SERVICES  MUSEUM, 
IALL,  PRESENTED  BY  HIS 

!  Y  KING  EDWARD  VII. 


Barrels  half  round,  half 
.  Each  with  full  London 
ad  additional  Crowned  'F' 
.ark.  The  combined  locks  and 
)s  attached  as  separate  units, 
in  frames  of  brass.  The 
;s  and  plates  mainly  of  brass 
forced  where  necessary  with 
e  whole  'Fire  Carriage  Unit' 
on  its  carriage  reconstructed 
research  will  allow. 


An  interesting  feature  is  that  the 
barrels  are  slightly  splayed  in  their 
mounting  at  the  muzzle  to  give  a  wide 
angle  of  fire.  The  left  hand  lock  chain- 
fires  along  the  lower  battery,  the  right 
hand  in  opposite  direction  along  the 
top. 


Provenance. 

Illustrated  in  the  'Illustrated  War  News'  Sept.  13th  1916.  Page  ii. 

'The  Beginnings  of  War  Machines:  The  Machine  Gun'. 

Illus.  I.  Text: 

'Fire  Carriage'  -  A  machine  composed  of  a  number  of  Muskets  fired 
simultaneously.  It  is  in  the  Royal  United  Services  Museum. 

A  PATENT  FOR  A  SIMILAR  WEAPON  WAS  GRANTED 
TO  WILLIAM  DRUMMOND  IN  1626. 

EXTRACT  FROM  THE  OFFICIAL  CATALOGUE  OF  THE 
ROYAL  UNITED  SERVICES  MUSEUM.  8TH  EDITION,  PAGE  58. 

No.  802.  A  'FIRE  CARRIAGE'.  A  machine  composed  of  a  number 
of  muskets  to  fire  simultaneously.  It  was  worked  by  two  men,  and 
was  used  in  the  XVIIIth  Century.  The  machine  is  a  muzzle  loading 
Flintlock  weapon,  and  is  charged  by  means  of  the  steel  rods  in  the 
^  barrels,  the  travelling  brass  plate  acting  as  a  gauge 

for  guiding  the  rods.  After  firing,  the  weapon 
could  be  recharged  in  about  four  minutes. 

GIVEN  BY  HIS  MAJESTY 
KING  EDWARD  VII. 


t^mn!lT  m  111 ''sis 


FABIUS  FRERES 

ESTABLISHED  1847 
OLD  MASTER  PAINTINGS 
FINE  XVIIIth  CENTURY  FURNITURE 
SCULPTURE 

Works  by  BAR  YE  and  CARPEAUX 
152,  Bd.  HAUSSMANN  Tel:  CAR  39.18 


NEGER 

Old  Master  Paintings 

139,  Bd.  Haussmann 

Tel:  ELY  10.48 


ASIAN  ARTS 

JEAN  MAHE 
Expert  National  pres  les  Corns  d'Appel 

156,  Bd.  Haussmann 
Tel:  CAR  51.41 


Jean  Jerome 

ANTIQUES 

50,  rue  dc  Berri,  8e- 
Tel:  BAL  55.65 

GALERIE  PERSANE 

Aubusson  &  Savonnerie  Carpets 
132,  Bd.  Haussmann  8e- 

Tel:  LAB  27.39 


AYMONIER 

PAINTINGS  —  DRAWINGS 
162,  Bd.  Haussmann 

Tel:  WAG  35.69 


LITYBUfi 

ANTIQUES 

Louis  X 1 1 1th  and  beginning  of  Louis  > 

171,  BD.  SAINT  GERM 
Tel:  LIT  92.87 

Schutz-Tousk 

ANTIQUE  DEALER 
Renaissance     Louis  Xllk 

183,  Bd.  Saint  Germain 
Tel:  BAB  12.49 


LAGRANE 

ESTABLISHED  1890 

ANTIQUES 

Renaissance    Louis  XHIth  Lou£ 

232,  Bd.  St.  Germain 

Tel:  548.23.49 


Genevieve  AYMOHI 

OLD  DRAWINGS 
13,  RUE  DES  SAINTS-PERES k' 

Tel:  BAB  26.61 

J.  HAH! 

FAINTING 

36,  Rue  de  Berri,  Vlj' 

Tel:  359.45.34 


THE  ENGLISH  HOM 

REGENCY 

ANTIQUES 

French  and  English  Furniture  of  lY 
XVIIIe  and  XlXth  Centuries 

63,  Rue  du  Bac   Tel:  548.33.1 


L 


Louis-Ltepold  BOILLY  1761-1845  "  Prends  ce.  bisauif  Canvas  12  2/10  in.  X  9  4/10  in.  Engraved  by  Vidal  under  this  title. 

OLD  MASTER  PAINTINGS  and  DRAWINGS 

OF  THE  XVII  th  and  XVIII  th  CENTURIES 

CAILLEUX 

136,  FAUBOURG   SAINT-  HONORS 

PARIS 


TEL.    :  359-25-2 


GODFREY 
BONSACK 

(ANTIQUES)  LTD 

FINE  FURNITURE 
CHANDELIERS 
and  APPLIQUES 


14  MOUNT  STREET 
LONDON  •  Wi 

MAY  fair  9981/2 


GODFRE 


(The  Bury  Art  Galleries) 
21  King  Street      St.  James's      London  S.W.I 


Telephone:  Whitehall  9245 1 


JNSACK 


GODFREY 
BONSACK 

LIMITED 

INTERIOR 
DECORATIONS 
and  BOUTIQUE 

14  MOUNT  STREET 
LONDON  •  Wi 

MAYfair  9981/2 


SPECIALIST  IN 
EUROPEAN  PERIOD  CARPETS 

AUBUSSON 
SAVONNERIE 
NEEDLEPOINT 


CATAN 

129  AV.  DES  CHAMPS-ELYSEES 

PARIS 

PHONE  BAL  41-71 


Louis  XVIth  period  Beauvais  carpet,  decoration  of  polychrome  flowers 
on  ivory  ground.  2.20  m.  x  2.20  m. 


W.     Harbep  &  Co. 

(Antiques)  1ft. 


Jftne  Untiquc  jfurniture 


Early  18th  Century  black  and  gold  lacquer  long 
case  clock  by  Daniel  Ray,  of  Sudbury,  in  superb 
condition  and  working  order. 
Measurements:  Height  94  in.,  Width  19^  in. 

69  CHALK  FARM  ROAD,  LONDON  N.W.1 
Tel:  GULIiver  1504     Cables:  Anticharco,  London 


The  Connoisseur,  February,  1965 


TUTANKHAMEN 

75  wonderful  colour  plates, 
200  black-and-white  illustrations, 
published  by  The  Connoisseur  and 
Michael  Joseph  Ltd  60s. 

TUTANKHAMEN 

'These  wonderful  colour  -  and  many  other  -  illustra- 
tions enable  us  to  study  the  find  properly  almost 
for  the  first  time.'  cyril  Connolly.  Sunday  Times 


TUTANKHAMEN 

From  all  good  booksellers  or  from  The  Belgrave  Library, 
22  Armoury  Way,  London  swl8  (by  post  62,  9) 


IN  SAFE  HANDS 

Regardless  of  size  or  complexity  you  can  rely  on 

Pitt  &  Scott  to  pack  and  forward  to  all  parts  of  the  world, 

sromptly,  safely  and  economically. 

Household  removals  to  all  parts  o  f  the  world. 

Write  for  brochure  C  104 

ii  MM  Ft  H*mt>s 

PITT  &  SCOTT  LTDj 

20-24  Eden  Grove,  London,  N.7. 

rel:  North  7321                         Telex:  21857 

Storage  facilities  at  London,  Liverpool,  Glasgow  &  Paris. 
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San  Vigilio 

OHN  SINGER  SARGENT,  R.A.  (signed). 

.vingsize:  14}  X  19*  inches.  (37  X  50cm.) 

amed  size:  21  x  26  inches.  (53  x  66  cm.) 

The  Royal  Academy,  Exhibition  of  Works  by  the  la*e 

,OHN  S.  SARGENT,  R.A.,  1926,  No.  486. 

V  H.  Dowries,  JOHN  S.  SARGENT,  His  Life  and 

kVork,  London,  1926,  p.  367.  Provenance:  Hugo 

Pitman,  London. 


The  Grand  Canal  at  the  Salute,  Venice 
by  JOHN  SINGER  SARGENT,  R.A.  (signed). 

Drawing  size:  13$  X  18$  inches.  (35  X  47  cm.) 
Framed  size:  20J  x  25  inches.  (51  x  63  cm.) 

Exhibited:     London,  New  English  Art  Club,  1907. 

Paris,  American  Art  in  Aid  of  the  French  Red  Cross, 
1923. 

Literature:   W.  H.  Downes,  JOHN  S.  SARGENT,  His  Life  and 
Work,  London,  1926,  p.  271. 


M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 

T.kphon,:  WHIM  6068/9       Td„mphk  AJjmi:  KEWFK,  LOMDOK  S.W.I 


Perez 

112  &  168  BROMPTON  ROAD, 
LONDON  S.W.3 

Telephone  -  KENsington  4411  (4  lines) 
Telegraphic  Address  'CARPEREZET' 

also  PARK  STREET,  BRISTOL 
and  AMSTERDAM 


Silk  Tabriz.    Size:  5  ft.  1  in.  x  4  ft.  2  in.    Ref.  52427  I 


The  permanent  Exhibition  Rooms  at  112  Brompton  Road  featui 
a  large  selection  of  Antique  and  Old  Oriental  Carpets  and  Rugl 
Tapestries,  Aubussons,  Savonneries  and  Needleworks. 

Wall  to  wall  carpeting  and  Broadlooms  in  exclusive  plain  coloui 
are  available  at  168  Brompton  Road. 

Perez  (Contracts)  Ltd.  will  attend  to  enquiries  from  the  trade.! 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  East  57th  Street 
N.Y. 10022 


PARIS 

8r;  bis  rue  du  Faubourg 
St.  Honore  8e 
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f   quality  William  111  beaded  rat-tail  Tankard,  ^ 


I  Ion  1699 
J  er:  William  Keat 
h  jht$l  in.    Weight  51  oz.  11  dwt 


E  raved  underneath  'This  is  dedicated  to 
:  ever  blessed  Saviour  Jesus  Christ  — 
S  I  ye  memory  of  William  Wainwright 
>  ^ntigoa  Esq.  July  ye  8th  1699' 


ique  English  Silver 


LONDON  43  MUSEUM  STREET  W.C.l.  HOLBORN  2712 
NEW  YORK  104  EAST  57th  STREET  PLAZA  3-8920 

ter  of  The  British  Antique  Dealers'"  Association,  Ltd.  Member  of  The  New  York  Antiques  and  Art  Dealers  Association,  Inc. 


ew  York 

of  George  111  Sauce  Boats  in  pristine  condition.  London  1777 
;urementfrom  lip  to  handle  ~)\  in.     Weight  20  oz.  10  dwt. 


Maker:  the  celebrated    Hester  Bateman 


MARTA  SAMPSON 

183b  KINGS  ROAD,  CHELSEA,  S.W.3 

FLAxraan  5522 


I 


T 


One  of  a  superb  and  rare  set  of  six  Chinese 
Chippendale  dining  chairs.  Circa  1760 


An  Exhibition  of 
Paintings  by 

JOHN  STREVENS 

will  be  held  at 

THE  CHRISTIE  GALLERY 

BEDFORD 


from  Tuesday,  2nd  March,  until  Saturday, 
13th  March 

Hours  9  a.m.  —  6  p.m. 


Most  of  the  work  to  be  shown  has  been  painted 
for  this  Exhibition.  All  Paintings  are  for  sale 

54  ST.  LOYES,  BEDFORD 
Telephone:  Bedford  4536 


Members  of  The  British 
Antique  Dealers'  Association  Ltd. 


Open  all  day  on  Saturdays 


BIGGS 

MAIDENHEAD 


ESTABLISHED  1866 


Six  showrooms  of 
antique  furniture  and  silve 
besides  modern  departmer 


Pair  of  Queen  Anne  silver-gilt  two-handled  cups,  1703  and  4  by  David  Willaume  and  Louys  Cuny. 

Height  4^  in.    Weight  26  oz. 

26,  28,  30,  32  HIGH  STREET  MAIDENHEAD  BERKSHIRE  tel.  (3  lines)  22923,  26363/ 
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)ENYSWREYLtd. 

Members  of  The  British  Antique  Dealers  Association 

5  SLOANE  STREET   LONDON  S.W.I 

Telephone:  BELgravia  1813  14 

Period  Furniture  Works  of  Art 
Expert  Restoration  of  Antiques 


A  fine  quality  George  I  Walnut  Kneehole  Writing 
Desk,  with  feather  banding  to  the  beautifully  faded 
top,  and  each  drawer  having  original  brasses. 

Width  31  in..  Depth  19£  in.,  Height  3(H  in. 

Circa  1720. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE 
FURNITURE 


CHINESE 


Collet's 


GALLERY 


REPRODUCTION  T  ANG  TOMB  FIGURES 

40  Great  Russell  Street,  London,  W.C.I. 

(LANGHAM  7538) 


P.  H.  GILLIXGHAJI 

Member:  B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCKS  IN  THE  SOUTH  OF  ENGLAND 

Speciality:  Old  English  Cottage  Furnishing 

CHERTSEY  STREET  "LYNDHURST"  LONDON  ROAD 

GUILDFORD  GUILDFORD 

Telephone:  5750  Telephone:  61952 


COIN  ft  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  14 /9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I    Telephone  LANgham  3677 


J.  A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

//  islies  to  Purchase  Old  English  Furniture 

DORSET  GALLERIES 
4?  DORSET  STREET,  BAKER  STREET.  LONDON.  W.I   Welbeck  8934 


:harles  woollett 

AND  SON 


(Members  of  The  B.  A.D.A.  Ltd.) 


air  of  Chelsea  Gold  Anchor  dishes  of  silver  shape 
ainted  with  birds.  Gold  anchor  marks,  7  in.  wide 

are  Longton  Hall  white  figure  of  a  Pug,  3  in.  high 


9/6  1  WIG  MO  RE  STREET,  W.I 

slablished  1889  Phone:  Welbeck  8664 
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An  Irish  Chippendale  giltwood  mirror.  Height  4  ft.  9  in. 
An  Irish  Regency  low  cabinet.  Height  2  ft.  11  in.  Length  4  ft.  9  in. 
A  pair  of  Italian  giltwood  torcheres.  Height  4  ft.  3  in. 
A  pair  of  Chinese  blue  and  white  vases.  Height  1  ft.  3  in. 

Gerald  Kenyon 

FINE  ART  &  ANTIQUES 
36/37  SOUTH  WILLIAM  STREET,  DUBLIN,  2 

Dublin  73945 

Also:    H.  Kenyon    The  Old  Leche  House    Chester    Chester  24742 


ANTIQUE  SILVER  CHESS  SET 


Very  important  Antique  Siher  Chess  Set 
modelled  in  silver  and  silver-gilt  by  the  famous  silversmith  fuller  white. 
George  II,  London,  circa  1750. 

Each  piece  is  in  perfect  order  and  marked  with  the  maker's  name:  the  original 
case  has  a  fine  chessboard  lid.  Each  figure  is  approximately  3  inches  in  height. 

Antique  silver  chess  sets  are  extremely  rare. 


We  shall  be  happy  to  answer  your  enquiries  and  to  give  you  details  of  the  Silver 
from  the  Collection  of 

LOUIS  WINE  lLd 

Fine  Art  Dealers,  Jew  ellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


BENJAMIN  NYMAN,  F.R.S.A. 
has  pleasure  in  announcing  extension  of  business  at 
BROMPTON  GALLERIES 
172  BROMPTON  ROAD,  LONDON  S.W.3    Telephone:  Knightsbridge  5964 


Fine  quality  18th 
and  early  19th  Century 
English  and  French 
Furniture 

Porcelain,  Glass, 
Pictures,  Chandeliers, 
Bronzes,  etc. 


Specialities 
Fine  Dinner  and 
Dessert  Services 

Porcelain  Plaques  o  | 
Derby,  Worcester, 
Rockingham,  Spode, 
etc. 

Enamel  Plaques  by 
Henry  Bone 


Right  Part  of  a  handsome  French  table  Garniture  in  white  and  gold  -  centrepiece  20  in.  long. 

A  pair  of  side  pieces  13  in.  wide.  Circa  1815. 
Left  Finely  shaped  and  pierced  Ormolu  Casket  -  fitted  lock  and  key.  Inset  small  shaped 
Malachite  plaquettes  and  studded  with  numerous  Lapis  Lazuli  inlays,  the  eagle  heads  studded 
with  polished  cabochon  rubies  and  semi-precious  stones.  Inscribed  on  inside  'S.  Wertheimer, 
33  New  Bond  Street.  Special  appointment  to  the  Queen'.  Size  12  in.  long  and  9  in.  wide. 

WE  ALSO  WISH  TO  ACQUIRE  AND  ARE  WORLD  RENOWNED  FOR 
MINTONS  PATE-SUR-PATE  AND  WEBB  CAMEO  GLASS 
Write  or  phone  -  prompt  personal  attention 

Incorporating  C.  L.  NYMAN  &  CO.  LTD.,  230  CAMDEN  HIGH  STREET,  LONDON  N.W.I 

Telephone:  Gulliver  1907  Established  50  years 


M.G.M. 

MANY  OF  THE  PROPS.  USED  IN  THE 

'YELLOW 
ROLLS  ROYCE' 

LENT  BY 

MONTAGUE 
MARCUSSEN  Ltd. 

98  CRAWFORD  STREET  W.l 
PAD  3051 


Chinese  Snuff-Bottles 

Edited  by  Hugh  M.  Moss 

The  second  issue  of  this  magazine  will  be  available  early 
in  March  from: 

Hugh  M.  Moss 
38  Inner  Park  Road 
Wimbledon 
London,  S.W.19 

Price  12/6.  (U.S.  $2.00)  Post  free. 
Cheques  to  be  made  payable  to  Hugh  M.  Moss. 

Articles  include: 

'What  constitutes  an  "Important"  Snuff-Bottle:' 
'The  C.  Green  Collection' 

'How  to  Buy  Interior  Painted  Snuff-Bottles,  Part  II' 

'An  Historical  Background  to  the  Chinese  Snuff-Bottle, 
Part  II' 

Also  Editorial,  Letters  section,  etc.  With  over  a  dozen 
colour  plates  and  many  half-tone  illustrations. 
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An  important  late  18th  Century  column  Chimneypiece 
in  white  marble  with  green  inlay 


Length  of  shelf 
Total  height 
Opening  width 
Opening  height 


5  l\ 

i  ir 

4  9 

3'  8" 
3'  8" 


T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD) 

282  NORTH  END  ROAD  ■  FULHAM  ■  LONDON  S.W.6 

Telephone:  FULham  1375^-7 


FINE  PORCELAINS  OF  THE  18TH  CENTURY  -  FAIENCE  AND  MAIOLICA 


156  BROMPTON  ROAD 
LONDON  S.W.3 


STRASBOURG  FAIENCE,  c.  1770. 
Two  of  a  Set  of  Twelve  Plates  painted  in  polychrome  enamel.  J.  A.  HANNONG  Period.  9\  ins.  diameter 


Telephones: 
KENsington 
5272  &  3793 


Cables: 
PORCEL1QUE 
LONDON SW3 


DUITS 


LTD  . 


Finest  examples 
of 

ijth  century  Dutch  Masters 


6  DUKE  STREET 

ST.  JAMES'S,  LONDON  ,  S.  W.  i 

Telephone:  Whitehall  7.14.0 


RALPH  CO. 

THE  OLD  GREETHAM  IN 
STRETTON,  RUTLAN 

(Great  North  Roai 
Tel :  Castle  Bytham  3^ 


Stone  head  of  great  char 
English.  17th  Centu 
(11  inche: 


Also  at  39  STEEP  HILL.  LINCOL 
Tel  224? 


Collector's  {Treasures  Htb. 


S=9  Churcl)  Street,  HUntafor,  Serbs 

Telephone:  Windsor  60157 

01  $?igl)  ^trrtt,  3mersf)am.  PurUs 

Telephone:  Amerslmm  2713 
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BY  APPOINTMENT 
TO  HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  tt  CROWN  JEWELLERS, 
GARRARD  &  CO.  LTD.,  LONDON 


Antique  Silver  and  Clocks... 

from  GARRARD 


A  set  of  four  William  III  candlesticks  and  a  Joseph  Knibb  clock. 


This  set  of  four  candlesticks,  height  6|  inches  (William 
III,  1699/1700)  were  made  by  Philip  Rolles  and  are 
engraved  with  a  contemporary  coat  of  arms. 


The  Joseph  Knibb  eight-day  ebonised  bracket  clock 
(circa  1680)  has  a  gilt  dial,  silvered  chapter  ring  and 
Dutch  striking.  Height  15  inches  excluding  handle. 
Formerly  in  the  Iden  collection. 


GARRARD  The  Crown  Jewellers 

112     REGENT    STREET    W1  REGENT  7020 
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A  very  fine  18th  Century 
Chippendale  carved  giltwood  oval  mirror 

Circa  1765 

Height  34  in.    Width  22£  in. 


DAVID  TREMAYNE 


LTD 


Antiques  and  Works  of  Art 


320  King's  Road  Chelsea,  London  S.W.3 

Flaxman  1194 


ESTABLISHED  1840 

Eric  C.  Spencer,  C.B.E.,  M.A.  (Cantab.),  F.R.I. C.S.,  F.A.I. 
Rupert  VV.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I. C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

RETFORD  SALEROOMS 

TUESDAY  9th  and  THURSDAY  I  Ith  FEBRUARY 
XVIII  and  XIX  CENTURY  FURNITURE 
PAINTINGS,  WORKS  OF  ART 

Illustrated  Catalogues  2/6d. 
20  The  Square,  RETFORD,  Notts. 

Telephone  2  J3 1-4 

And  at  SHEFFIELD,  WORKSOP, 
SCUNTHORPE,  BRIGG  and  WINTERTON 

VALUATIONS  FOR  ALL  PURPOSES 


lCKEB8r 


innate  &^ohn$tonIltcl 


 Established  i8ij  — 

Head  office: 

39/45  FINSBURY  SQUARE,  LONDON,  E.C.2 
also  at: 

LIVERPOOL-MANCHESTER-SOUTHAMPTON 
BELFAST  -  PARIS  -  NEWCASTLE  -  GLASGOW 
TORONTO  -  NEW  YORK  -  MONTREAL  -  LEED" 
LEICESTER 


CONNECTING  WITH  A  NETWORK  OE  RELIABLE  AGENTS  OVERSEA 


The  Connoisseur,  February,  1965 


XLI1 


superb  English  17th  Century 
adwork  Basket,  signed  MARY 
\KER,  and  dated  1670.  Worked  in 
lliantly  coloured  beads  and  pearls, 
dam  and  Eve'  are  depicted  on  each 
ie  of  a  stylised  apple  tree  and  various 
■wers  and  animals  are  worked  in  around 
s  sides. 

srfect  condition. 

ze:  21  in.  x  18  in.  and  standing  4^  in.  high 
the  tip  of  the  handles. 
3cm.  x45cm.  x  11  cm.) 

idAYORCAS  Ltd 

ember  of  the  BAD  A  Ltd 


38  Jermyn  St.,  St.  James's,  London  S.W.I 


MAYfair  4195 


DAVID  BLACK  &  SONS 

1  Burlington  Gardens, 
New  Bond  Street  W.l 


FINE  ANTIQUE  ENGLISH  AND 
CONTINENTAL  SILVER 
OBJETS  BE  VERTU  AND  WORKS  OF  ART. 


Telephone:  HYDe  Park  3851 


BERNARD  BLACK  GALLERY 

1062  Madison  Avenue, 
New  York  21 

(Associate:  HUGUES  W.  NADEAU) 


AMERICAN  PAINTINGS  AND  DRAWINGS 
OF  THE  19th  AND  EARLY  20th  CENTURIES 
SCULPTURE  AND  WORKS  OF  ART 
OF  ALL  PERIODS. 


Telephone:  Trafalgar  9-2171 


We  are  always  desirous  of  purchasing  any  of 
the  above-mentioned  works  of  art. 

i 
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French  furniture 
and  Sculpture 


MALLETT 


at 

nourdon  no 


ouse 


2  DAVIES  STREET  •   BERKELEY  SQUARE 
LONDON    •  W.I 

ENGLISH  FURNITURE— 40  NEW  BOND  STREET,  LONDON  W.I 
Telephone:  MAYFAIR  2444/5  Telegrams:  MALETHOUS  LONDON 


E 


MONS  &  C,E 


TABLEAUX  A  NC  IE  N  S 


LITtre  26-84        19  Rue  du  Cherche-Midi,  Paris  VIe 


Restoratior 

and  conservation  of  the  antiqu 


Bronzes    Ceramics    Enamels  Ivorie 

Jades    Marbles  Tortoiseshe 

Snuffs    Mother-of-Pearl  Bur 
Srl 

Ormolu    Objets  d'Art    Furniture  etc 


G.  Garbe 

restorers  to  the  leading  museum] 

23  Charlotte  Street  W.1 

Founded  1770       Te' :  MUSeum  126 


AntiqLic  Silver 
Sheffield  Plate 
Antique  Jewellery 


HARRY 
CHERNACK 

of  Edinburgh 


85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 


NITA  MILLER 

offer  a  wide  selection  of 

TABLE  LAMPS 

and  create  elegant  shades 
for  them  in  three  days 

Nita  Miller,  63  a  Grosvenor  Street,  W.i     May  fair  0951 
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An  exceptionally  fine  small  size  George  I  walnut 
wing  chair,  the  cabriole  legs  having  carved  shells 
on  the  knees,  on  claw  ball  feet,  covered  in  con- 
temporary 18th  Century  needlework. 

Height:  46  in. 
Width  across  arms:  35  in. 
Depth:  22  in. 


hJL<f 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET, 
LONDON  W.l.  TELEPHONE  GROSVENOR  7411  (5  LINES) 
AND  AT  BOURDON  HOUSE.  2  DAV1ES  STREET.  LONDON.  W.l 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  AND  LONDON  SILVER  VAULTS  W.C.2 
Telegrams:  Walter  Silvavults  London,  W.C.2 
Telephone:  Chancery  3248/49 


ANTIQUE  SILVER 


Fine  set  of  four  George  III  antique  silver  second  course  dishes 
date  1819  made  by  Philip  Runtlell  of  London.  Weight :  120  oz. 


O'HANA 
GALLERY 

13   CARLOS  PLACE 
GROSVENOR  SQUARE,  W 

GROsvenor  1  562 
25th  February  -  13th  March 

Paintings  by 

IVOR  WEIS< 


Bri^htlincrsea  Jetty 

Oil  on  Canvas,  48  X  S4  inches 


GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    KEN  1868 
MAUD  SUMNER  DON  HEFFERON 

paintings  sculpture        0pen  daily  10-6 


BROADWAY  ART  GALLERY,  Broadway,  Worcs. 

Telephone  Broadway  3237 

Impressionist  and  20th  Century  Paintings 

SPANISH  MASTERS 


OMELL  GALLERIES 

22  BURY  STREET  ST.  JAMES'S 
LONDON  S.W.I  TRA  4274 

FINE  CONTEMPORARY  and  19th  CENTURY  PAINTINGS 


THE  TRYON  GALLERY  LTD 

41-2  DOVER  STREET,  LONDON,  W.i  HYDE  PARK  5161 

Sporting  and  Natural  History  pictures 


SARIN 

GALLERIES 

4  Cork  St.,  Bond  St. 
REGent  6186 


Specialists  in 
English  18th  Century 
paintings  and  drawings 


-to/Ml 


6J>    ^$ot&l   S/Kcef.   S^o/it/?/i  ''ffi'? 
Hyde  Park  47  ■  ' 


HANS  GALLERIES 

40  Duke  Street    St.  James's    London,  S.W. I 

commission  artists  to  paint  portraits  from  sittings  or  photo- 
graphs. Examples  of  recent  portraiture  by  Royal  Academy 
Exhibitors    on    permanent    exhibition    at    the  Galleries. 
Closed  Saturdays  except  by  appointment. 

Write,  call  or  telephone:  WHItehall  4008-9 


14  DUKE  STREET  (1st  Floor).  St.  James's.  London  S.W.1 .  WHItehall  1794 
(Entrance,  Mason's  Yard) 

Permanent  Exhibition  of  Dutch  17th-century  seascapes 


HEATH-BULLOCK 


24  MOTCOMB  ST. 
LONDON 

S.W.i 
BEL:  7313 


ANTIQUES 


8  MEADROW 
GODALMING 
SURREY 

TEL:  2562 
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E.  DEGAS 
Femme  a  sa  toilette     c.  I  884 
Pastel  16  x  I7|  inches 


H  THE 

Ilefevre  gallery 

%  XIX  and  XX  CENTURY 
FRENCH  PAINTINGS 


30  BRUTON  STREET 
LONDON  Wl 

Telephone:  Mayfair  2250 
Telegrams:  Drawings,  London,  W.I 


QANTAS  GALLERY 

Piccadilly,  corner  Old  Bond  Street 

ALISTER  MAYNARD 


PAINTINGS 
FURNITURE 
CARPETS 
TEXTILES 


February  3-27 

DAILY  9-7  SATS  9-5 


muary  26  -  february  20 

david  GARLAND 
bruce  KILLEEN 
Ivz  NEGIB 

ebruary  22  -  march  12 

edna  MANN 
brian  PLUMMER 
jolan  WILLIAMS 


paintings 


paintings 


drian  galleries 

-7  porchester  place     marble  arch     london  W2     pad  9473 


THE  COUPER  GALLERY 


H.  J. 

HARPIGMES 

Watercolour 
15$  x  11 
inches 

Signed  and 
dated  1877 


French  Nineteenth  Century  Paintings 
9  DERING  ST.,  NEW  BOND  ST.,  W.I 

Mayfair  1578 
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SIMON  KAYE 

LTD 
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JAMES  I  SILVER  BELL  SALT 

London  1619 
Maker:  H.M.  conjoined.    13  oz.    1 1 J  inches  high 


1b  ALBEMARLE  ST 
CCADILLY  LONDON  W.l 

Telephone:  hyde  park  7658  and  5152 

□□□□□□□□□□□□□□□□□□□□a 


□ 
j 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
j 
□ 
□ 
j 
□ 
□ 
j 
j 
□ 
□ 
j 
j 
j 
j 
j 
□ 
j 
j 
□ 
□ 

□ 
j 
j 
j 
j 
□ 
j 
j 
□ 
j 
j 
□ 
j 
j 
j 
□ 
j 
j 
□ 
j 
j 
j 
□ 
□ 
□ 
j 
j 
j 
j 
j 
□ 
□ 
j 
□ 
□ 
□ 
j 
□ 
j 
j 
□ 
□ 


CONNOISSEUR  REGISTEl 

GARRARD  &  CO.  LTD.  The  Crown  Jewellers  give  generous  valuati 
for  important  jewellery,  silver  and  gold  pieces  at  1 12  Regent  Street, 
Regent  7020.  Our  buyers  will  gladly  call  for  larger  quantities  un 

request. 

SCHOOL  OF  DESIGN  &  DECORATION.  The  next  ten-week  coii 

trated  courses  start  on  1st  October. 

THE  LECTURE  COURSE,  supervised  by  Mrs.  Michael  Incht 
covers  all  aspects  of  period  and  modern  Interior  Design  with  lectures! 
experts  on  the  history  and  appreciation  of  art.  architecture,  furniti 
silver  and  china:  practical  sessions  and  visits  to  historic  houses 
designers'  studios. 

THE  DRAWING  COURSE  gives  practical  training  in  drawing 
designing  interior  schemes,  working  at  the  drawing  board  under 
supervision  of  practising  interior  designers.  Details  and  applicati 
forms  from  INCHBALD  SCHOOL  OF  DESIGN,  10  Milner  St 

London.  S.W.3.  Knightsbridge  4456. 

DUNNING'S  ANTIQUES.  10.000  sq.  feet  showrooms  only  20 
north   of  London.   Supply  Antique  furniture.   Barometers.  Clo 
Musical.  Medical  and  Scientific  Instruments.  Unusual  Metalwork 
Pewter.  Paintings.  Sculpture  and  Bronzes.  Earlv  Potterv  and  Porce 

58  Holywell  Hill.  ST.  ALBANS.  31063.  

HADDONFIELD,  NEW  JERSEY:  Sanski  Gallery.  50  Tanner  Vi 
Fine  early  American  and  European  paintings,  drawings  and  sculpu] 
bought,  sold,  restored. 

ASPREY'S  offer  the  best  prices  for  BIJOUTERIE  miniatures,  gold  I 
silver  antique  items.  Chelsea  scent  flasks,  and  other  pieces  of  ve 
Their  expert  advice  is  always  available.  ASPREY  &  CO.  LTD..  165-1 
New  Bond  Street.  London.  W.l. 

JOLLY'S  AUCTION  ROOMS.  Old  King  Street.  Bath.  Somerset.  Xj 

purpose  built  rooms  -  5.500  sq.  ft.  Frequent  Pullman  service 
London.  Regular  fortnightly  sales.  Antique  Furniture:  Silver  and  Plal 
Pictures:  Books;  Porcelains,  etc.  Telephone  Bath  3201  (4  lines'!. 
WANTED  bv  Private  Collector  OLD  AMERICAN  FLAGS  (prior 
1870).  Write  B.  Mastai.  21  East  57th  Street.  New  York  22.  N.Y..  U.S. 


HIGHEST  PRICES  PAID  for  autographed  letters  of  artists  and  paii 
ers.  any  period,  any  style.  R.  Wian  III.  2664  East  Glenoaks.  Glenda 
California.  U.S.A. 


WANTED:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone.  298  Broa 
way.  Providence.  R.I..  U.S.A. 


OLD  PRINTS,  unrivalled  selection  on  all  subjects,  also  ORIGIN 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPT! 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter 
Spencer,  specialists  since  1856.  47  L'pper  Berkeley  Street.  London.  W 


Earlv  Scientific  Instruments  wanted.  Mr.  Frank.  Saltmarket.  Glasgo 
Phone  Bell  2000. 


GEORGIAN      VICTORIAN  EPHEMERA  especially  selected  I 
connoisseurs  desirous  of  adding  to  their  collections,  antique  decorati' 
pottery  and  porcelain,  curios  and  toys.  Eccleston  and  Ephemera 
Eccleston  Street.  Victoria,  London.  S.W.I. 


TONY  KENISTON  edits  1965  'Antiques  in  Britain'  series.  Alreacj 
published:  the  North;  East  Anglia:  Colswolds  and  Midlands:  3  6  eac 
5  The  Cedars.  Wendover.  Bucks. 


FOR  SALE:  Earlv  English  Watercolour  and  Drawings.  Branson.  21 
Lee  High  Road.  S.E.  13.  Lee:  4183. 


RESTORATION  AND  REPARATION  of  old  paintings  and  mini 
tures  (Eastern  or  Western)  are  undertaken  with  full  guarantee.  Plea 
write:  Lucien  Verdi,  14  Boulevard  de  Clichv.  Paris  18. 


PASCHAL  LAMB,  engraved  on  family  cut  glass,  auctioned  by  Kidsc 
of  Harrogate  in  1947.  sought  by  Lamb  descendant.  54  Tedwon 
Gardens.  S.W.3. 


WANTED  by  private  collector  OLD  EGG-CUPS,  silver,  plate,  pore 
lain,  glass,  wood,  prior  to  1850.  Write  Anders  Wiberg.  Lundsbruni 
Sweden. 


FRENCH  SIDEBOARD  (LOUIS),  excellent  condition.  Beautiful 
inlaid  hand-painted  miniatures  on  doors.  £100  o.n.o.  Jenkins,  68  Mo; 
Road.  Walsall.  Staffs.  Wal:  28708.  

MAGNIFICENT  EARLY  WHISTLER,  Paris  Period  1858.  Your 
Woman.  'Eloise'.  three-quarter  length.  £4.000.  Box  No.:  731  L 

LEWES  -  Well  established  Antique  Shop  with  excellent  living  accommi 
dation  over.  This  is  a  well  recommended  premises  in  this  growing  Susse 
antique  centre.  £8,500  Freehold.  Further  details  apply  -  Ellman  Brow 
&  Baker.  67  High  Street.  Lewes.  Sussex.  Tel:  3342/3. 

WILLIAM  AND  MARY  CANDLESTICKS  wanted  by  private  buyei 
send  details  and  price  required.  Wallace  Heaton,  127  New  Bond  Stree 
W.l.  

TOMPION  CLOCK  wanted  by  private  buyer;  a  genuine  granc 
father  or  bracket.  Send  details  with  photograph  and  price  requiret 
Wallace  Heaton.  127  New  Bond  Street.  W.l. 

Register  advertisements  are  7  6  per  ivord.  minimum  £1  for  15  words,  which  mu 
be  prepaid  and  sent  to  the  Advertisement  Manager,  THE  CO.V.VOISSELI. 
CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE  ROAD.  LO.XDO.** 
S.W.I.  (Victoria  2331.)  Addresses  or  Box  .\umbers  must  be  inserted,  and  replii 
to  the  latter  should  be  clearly  marked  ivith  the  Box  J\'umber.  The  Proprietors  < 
The  Connoisseur  accept  no  responsibility  for  any  sales  effected. 


!  ot  a  pair  of  semi-elliptical  Satinwood  Commodes  with  Chinoiserie  panels  and  Swag 
oration.  The  tops  cross-banded  in  Ebony,  Satinwood  and  Rosewood.  Circa  1805. 
REY  in  the  CITY:  The  City  man  will  find  a  close-at-hand  service  at  Asprey  and  Birch  & 
don,  153  Fenchurch  Street,  where,  besides  the  comprehensive  stock  held,  any  pieces  can 
sent  from  Bond  Street  at  short  notice. 

PREY&CO.LTD-165-169  NEW  BOND  STREET-LONDON  W-1  -Tel:  H YD  6767 


t:  it--. .  ,, 

■A  ; 

By  appointment 
to  H.  M.  The  Queen 
Silversmiths  & 
Jewellers. 


HOW 

ANTIQUE  SILVER 


Pair  of  Salvers 
London  1729  By  Paul  de  Lamcrie 

Weight  23  oz.  18  dwt.  Width  5-8  in. 
Arms  of  Osbaldcston 

2-5  PICKERING  PLACE,  ST.  JAMES'S  STREET 
LONDON,  S.W.i 

Telephone  <Sl  Telegrams:  IVHltehall  7140 


Wm.  HARNETT  (1851-92) 

Still  Life 
Lobster  and  Le  Figaro 
Oil 

10     14  inches 
Signed  and  dated  1882 


One  of  the  important  American  painting: 
described  in  our  Kennedy  Quarterly,  Vol.  V 
No.  2,  at  one  dollar. 


Kennedy  Galleries,  inc 

Founded  1874  by  H.  Wunderlich 

13  East  58th  Street  •  New  York  22,  N.Y. 
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Left:  A  rare  portrait  of  the  Emperor  Franz  Josef  of 
Austria  at  twenty,  painted  in  18)0  by  Josef  Binder 
38  X  30  inches 


Below:  lA  la  Source"1  by  Guillaumc  Seignac,  1826-1904 
42  X  29  inches 


Madison  Avenue 
Gallery 


ROSS  L.  PEACOCK 


791  MADISON  AVENUE 

at  67th  Street 
NEW  YORK  21,  N.Y. 


REgent  7-5400 


LI 


fine  simple  epergne 
in  old  Sheffield. 
Circa  1790.  Extreme  width  19  in. 
extreme  height  14  in. 


Enjoy  good  food  in  Science  Hill  Inn 

Both  Gallery  and  Inn 
located  in  Historic  Science  Hill 


I  ranchised  dealers  for  Doughty. 
Boehm  and  Chelsea  birds 


Wakefield-Scearce  Galleries 


Open  every  day  9  a.m.  5  p.m.  Closed  Sundays 
Telephone:  (502)  ME3-4382 

DIRECT  IMPORTERS  VISIT  OUR  SUBTERRANEAN  SILVER  VAULT 

Historic  Science  Hill      Shelbyville,  Kentucky    on  BOTH  main  roads  (U.S. 60  and  l-M)  between  Louisville  and  Lexington 


GROUPE  DE  RECHERCHE 
D'ART  VISUEL 


February  1965 

THE  CONTEMPORARIES 

992  MADISON  AVENUE.  NEW  YORK  21,  N.Y. 


% 

... 


Exceptionally  fine  black  lacquer  cabinet  with  raised  gold  decoratioi 
24  in.  wide,  28  in.  high  and  13  in.  in  depth 

MERRYVALE 

Antiques  and  Gardens 

Open  Monday  through  Friday  9  to  5.30  Tel.  JOrda.n  7-061 

3640    BUCHANAN    STREET.    SAN    FRANCISCO    23.  CALIFORNI 
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TROSBY 

GALLERIES 


OF  PALM  BEACH.  F1C 


OLD  MASTER  PAINTINGS 

THE  PROPERTY  OF 

First  Presbyterian  Church 

PASSAIC,  NEW  JERSEY 
and 

Dr.  Vittorio  Grosso 

SAO  PAULO.  BRAZIL 


"JOHN  GRIFFITH,  ESQ. " 
SIR  THOMAS  LAWRENCE 


"STILL  LIFE" 
G.  J.  J.  VAN  OS 


ALSO  INCL  UDED  IN  THESE  TWO  COLLECTIONS 


HN  HOPPNER 
5TER  DE  HOOCH 
DR.  VAN  OSTADE 


OUTSTANDING  EXAMPLES  BY 

J.  M.  W.  TURNER  LORENZO  LOTTO 


THOMAS  GAINSBOROUGH 
SEBASTINO  LUCIANI 


G.  B.  TIEPOLO 
P.  P.RUBENS 


J.  RAYENSTEYN 
PEDRO  ORRENTE 
ANTONIO  MANCINI 


PUBLIC  AUCTION 

Tuesday  Evening,  Feb.  16  at  8:30  p.  m. 


at 


the 


TROSBY  AUCTION  GALLERIES 

211  ROYAL  POINCIANA  WAY    PALM  BEACH,  FLORIDA 

EXHIBITION 

THURSDA  Y.  FEB.  11  TO  MONDA  Y,  FEB.  15 


(J 


M.  E.  FRESHMAN 

President 
R.  S.  FRESHMAN 
Vice-President 
R.  J.  RAMUS 
Secretary 


TROSBY 

GALLERIES 

fc  OF  PALM  BEACH,  FLORIDA  ~ 


CABLE: 
TROSART 

Telephone  Area  Code  305 
833-1650 
833-4101 


THE  ILLUSTRATED  CATALOG  WILL  BE  AVAILABLE 
AT  THE  TROSBY  GALLERIES  JANUARY  15, 1965 
Price  Three  Dollars 


An  English  early-18th  Century  white  Bow  graceful  figure  of  a  cockatoo 
sitting  on  the  trunk  of  a  tree.  Flowers  on  a  branch  in  deep  relief.  The 
bird  mounted  on  a  Louis  XV    bronze  dore"   rococo  pierced  base. 
Circa  1735. 

RICHARD  VII  ARE 

927  MADISON  AVENUE,  NEW  YORK  21,  N.Y.  UNIVERSITY  1.6910 

Antiques  Interiors 


LE  SEMAPHORE 
by 

GEORGES  BRAQUE 


Oil  on  Canvas 
9j  X  I  3  inches 


Signed  lower  right:  G.  Br,  e 
Painted  in  5 


HflmmER  GALLERIES  Inc. 


51  East  57th  Street 


New  York  22 


n: 


Cable  address: 
Hammergall,  N.Y. 


Telepho 
Plaia  8-0) 


KINGWORTHY  ANTIQUES 

221  EAST  6oth  STREET,  NEW  YORK,  N.Y. 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


Margaret  Stuart  Worthy  as  Winter 
by 

Sir  FRANCIS  GRANT,  P.R.A.  1810-1878 
Oil  on  canvas  36  x  28  inches 


FINE  PAINTINGS 

15  East  57th  Street  plaza  5-4980  New  York,  N.Y. 


"Huntsman  with  Hounds' 
by  Dean  W  olstenholme,  Snr. 
1  757-1837 

Canvas  26  X  33  inches 
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Uitgn  and 


urgundian,  XV  century  limestone  sculpture  of  the  standing  Virgin.  p?j^j£ 
laid  to  have  been  removed  from  the  Abbey  of  Royaumont  (Seine-et-  — 
ise)  at  the  time  of  the  Revolution.  Height  50",  width  18",  depth  13#".    »T8  M 


SBEIEEEISl 


Oil  on  Canvas:  21  x  29        L'F.mbouchure  du  Loing  a  St.  Mammes         Signed  lower  right:  Sisley 


ALFRED  SISLEY 

1839-1899 

Collection:  Durand-Ruel 
Reproduced  'Alfred  Sisley* 
by  Francois  Daulte,  ^624 


HIRSCHLl'AHLER 


cts/c&r-^ed  owe. 

21  E.  67th  SI.  •  HY  ?l  ■  Lf  5-8810 


One  of  a  pair  of  Louis  XVI 
marquises  in  original  gray- 
white  paint.  Circa  1770 
Stamped  TILLIARD 


EDWARD  GARRATT 

INCORPORATED 

Second  Floor    136  EAST  57th  STREET   Plaza  5-6807 

ANTIQUES  NEW   YORK  INTERIORS 


pier  re  matisse  gallery] 


Halt  h  m  s 

M  ae  Ever 

C  all 11/  ft  n  h  i  s 

D  u  b  uffet 

> 

f t  i  ver  ft 

Mir  6 

Le  Corbusier 

Riopelle 

Sfiura 

Millar  e  s 

Butter 

Marini 

G  iac  ometti 

R  o  s  z  ah 

41  East  57th  Street,  New  York  22,  N.Y. 
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I  onlli  The  Connoisseur  illustriites  «n/  important  work  oj  art  which  a  British  antique  dealer  has  sold  or  loaned  to  a  museum  or  public  institution  at  home  or  abroad. 


!  fine  silver-gilt  toilet  service,  by  Thomas  Heming,  London,  1768  (except  the  snuffer  tray  which  is  of  the  same  date,  but  maker  C.R.,  and  the 
Ters  which  are  1827),  engraved  with  the  arms  of  Williams-Wynn,  has  been  acquired  by  the  National  Museum  of  Wales,  Cardiff,  from  Messrs. 
rard  &  Company,  Limited,  112  Regent  Street,  London,  W.I. 
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3ine  eighteenth-century 
Irench  furniture  in  the  Mr  &  Mrs 
reorge  Farrow  Collection 


6E  FREY  DE  BELLAIGUE 


ivl  i 


u 


R.  &  MRS.  GEORGE  FARROW  live  in  a  twen- 
tieth-century  half-timbered  villa  on  the  outskirts  of 
jn.  The  exterior,  for  all  its  well  tended  appearance,  gives 
o  inkling  of  the  artistic  interests  of  its  owners.  The  interior, 
has  been  extensively  redecorated,  is,  however,  infinitely 
personal.  Eighteenth-century  English  panelling  is  in- 
irated  into  the  woodwork  of  the  Drawing  Room.  The 
ig  Room,  with  its  tiled  floor  and  rough  cast  white-coloured 
is  of  Spanish  inspiration;  and  the  painted  mahogany  panel- 
)f  the  first  bedroom  suite,  which  derives  from  the  Louis 
)eriod,  contrasts  with  the  rustic  theme x>f  the  third  bedroom 


:u  i 


t  as  variety  is  the  hallmark  of  the  interior  so,  too,  eclec- 
is  a  characteristic  of  Mr.  &  Mrs.  Farrow's  taste  as  collectors, 
collection  covers  eighteenth-century  French  furniture  and 
hings,  Italian  bronzes  of  the  sixteenth  and  seventeenth  cen- 
,  Renaissance  enamelled  jewellery,  Faberge  ornaments, 
eenth-century  French  paintings,  Georgian  silver,  French  and 
ih  tapestries,  Turkish  carpets  and  Chinese  jade  and  ivories, 
inge  is  all  the  more  amazing  in  view  of  the  short  time  it  has 
them  to  bring  these  works  of  art  together,  namely  four 


a  i 


spite  the  infancy  of  this  collection  a  visitor  can  probably 
:  some  of  the  underlying  themes  which  have  influenced  Mr. 
irs.  Farrow  in  their  choice  and  which  may  continue  to  do 
their  future  acquisitions. 

sitting  room  is  dominated  at  one  end  by  an  early  eight- 
l-century  console  table;  its  legs  are  formed  by  grimacing 
ons  boldly  sculpted  around  console  supports  (No.  i).  The 
are  joined  by  a  narrow  stretcher  supporting  two  cherubs 
ig  a  celestial  globe.  The  most  striking  feature  of  this  table  is 
subtedly  the  pair  of  dragons  (No.  2),  which  are  treated  with 
dom  and  violence  characteristic  of  the  first  period  of  the 
:nce  style  when  the  reaction  to  the  formality  of  the  earlier 
XIV  style  was  most  pronounced.  In  designs  for  console 
:s,  for  example,  by  J.-B.  Toro  c.  1716,  and  by  N.  Pincau 
740,  we  meet  dragons  and  chimera  entwined  up  the  legs 
ted  in  the  same  spirit  and  with  the  same  verve, 
lis  theme  is  taken  up  once  again  in  a  pair  of  two-branch 
-lights  in  gilt-bronze  which  are  on  the  landing.  A  female 
$on  is  represented  climbing  up  the  central  stem.  It  is  rendered, 
/ever,  in  a  more  spidery  technique  which  suggests  a  slightly 
date  than  that  of  the  table.  No.  3  shows  one  of  a  pair  of  wall- 
:kets  in  the  form  of  a  trilobcd  platform  supported  on  asym- 
rical  foliated  scrolls,  each  mounted  with  a  macaw  which  is 
ut  to  fly  off  with  wings  half  opened.  Stamped  with  a  crowned 
lark,  they  probably  date  from  between  1745  to  1749,  when  it 


Above.  Part  of  the  adjoining  Drawing  Room.  Here  deep  red  over-curtains 
and  pale  mauve-pink  inner  curtains  bordered  in  a  hand-made  silk  border 
repeat  the  colour  scheme,  where  the  upholstery  is  in  pale  yellow.  The 
rug  seen  is  a  hand-made  Hereke,  containing  more  than  9  million  knots,  in 
fawn,  green  and  powder  blue  multi  medallions  on  a  red  ground. 


.  A  corner  of  Mr.  and  Mrs.  Farrow's  Drawing  Room.  Here  the  skilfully  composed  colour  scheme  blends,  with  admir- 
'  successful  effectiveness,  with  the  natural  pine  panelling.  In  the  recesses  are  some  pieces  from  the  Farrow  Collection  of 
■.  Above  the  chimneypiece  is  a  fine  Alfred  Sisley :  Les  bords  du  Loing  a  Morel. 
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I.  Above  left.  Early  eighteenth-century  console  table.  Height  30J  inches,  width  44  J  inches.    2.  Above  right.  Detail  of  No.  1. 


3.  Above  left.  One  of  a  pair  of  wall-brackets  in  gilt-bronze,  c.  1745-49.  Height  8  inches,  width  8  inches.  4.  Above  right.  Louis  XV  cartel  clock. The  di.  i 
signed  by  Jean  Moisy  (master,  1753).  Height  33J,  inches,  width  21  inches. 
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left.  Louis  XV  games'  table  veneered  in  tulipwood.  The  top,  in  the  form  of  a  backgammon  board,  is  veneered  in  ebony  and  ivory.    6.  Above 
The  same  table  (cf.  No.  5)  when  fitted  with  its  removable  top,  closely  resembles  the  table  in  the  engraving  by  A.  Blanchard  (No.  8).  Height  30I 
in  >,  width  30J  inches. 


fi  rendered  obligatory  for  bronze  makers  to  have  such  a  mark 
t  ped  on  pieces  leaving  their  workshops  as  evidence  of  the  pay- 
r  ;  of  a  tax.  Treated  in  the  same  vein  is  the  cartel  clock  (No.  4) 
a  h  is  in  the  form  of  an  open-work  'rocaille'  case  hung  with 
i\  (swept  floral  trails  and  mounted  with  animated  cherubs. 

nnmon  to  all  four  pieces  described  are  their  twisted  shapes 
u  energetic  modelling.  They  can  almost  be  regarded  as  pieces 
)  ulpture  treated  in  the  round.  It  is  significant  that  among  the 
t  in  bronzes  which  Mr.  &  Mrs. Farrow  have  collected  they  have 
I  ciously  picked  those  which  embody  action,  such  as  the  Fall  of 
1  Titans,  the  Nymph  surprised  by  a  Satyr  after  Giovanni  Bol- 
)  i,  a  version  of  Antonio  Susini's  Horse  killed  by  a  Lion, 
-  inira  being  abducted  by  Nessus,  and  the  Rape  of  Europa. 

contrast  to  the  violence  and  asymmetry  of  the  above  pieces 
1  examples  of  veneered  furniture  illustrate  a  completely 
1  rent  theme.  In  date  they  largely  belong  to  the  middle  years 
:  le  century.  The  masters  of  the  full  Louis  XVI  style  are  not- 
1  absent — there  is  no  piece  of  furniture  by  J.-H.  Riesener,  by 
'  Weisweiler  or  C.-C.  Saunier,  for  example.  The  omission 
1  ;ars  to  be  deliberate.  Originally  it  had  been  intended  to  collect 
:  lish  eighteenth-century  furniture,  but  it  was  abandoned 
:  iuse  it  was  felt  that  the  English  pieces  available  were  clumsy 
ompanson  with  their  French  counterparts.  It  is  in  the  furniture 
>nging  in  the  main  to  the  period  coinciding  with  Madame  de 
apadour's  ascendancy  at  the  court  of  Louis  XV  (1745-1764), 
to  the  decade  immediately  following,  that  Mr.  &Mrs.  Farrow 
lad  that  elegance  in  design  which  they  were  seeking. 
'  Jos.  5  and  6  are  of  a  backgammon  table — the  French  name, 
:trac',  is  thought  to  evoke  by  its  sound  the  rattling  of  dice  and 
nters  on  the  wooden  board  inlaid  with  ivory.  Resting  on  four 


slender  cabriole  legs,  the  beauty  of  this  piece  lies  in  the  purity  of 
its  line  discreetly  underlined  by  a  band  in  purplewood  and  in  the 
simplicity  of  its  tulipwood  veneer.  It  has  been  fitted  with  a 
reversible  top  to  allow  for  the  playing  of  a  number  of  games — 
jeu  d'oie',  chess,  draughts,  &c. 

A  somewhat  similar  table,  bearing  the  stamp  of  G.  Kemp 
(master,  1764),  is  in  the  possession  of  the  Marquess  of  Bath  at 
Longleat.1  Two  others  arc  recorded  in  the  day-book  of  the 
ebeniste,  C.  Topino.2  On  the  30th  September,  1773,  he  sold  to 
the  dealer  Rover  in  Cadiz  for  220  livres  'deux  tables  En  tric- 
traque  Composant  troisjeux  .  .  .',  namely  'piquet',  'trictrac'  and 
draughts. 

The  eighteenth-century  passion  for  card  and  table  games  and 
gambling  was  a  favourite  subject  for  painters  and  engravers.  In 
N.  Lancret's  painting  L'  Apres-Diiier  (No.  7),  now  in  the  London 
National  Gallery,  a  man  and  a  woman  are  seated  at  a  Louis  XV 
'trictrac'  table  in  the  middle  of  a  park  while  two  other  women 
watch  the  progress  of  the  game.  A  closer  approximation  to  the 
shape  of  No.  6  may,  however,  be  seen  in  an  engraving  by  A. 
Blanchard,  dated  1863,  after  J.-L.-E.  Meissonier.  It  represents  a 
game  of  chess  between  two  men  in  a  room  furnished  with  a 
Louis  XV  table  (No.  8). 

No.  9  is  of  a  tall  chest  of  drawers  with  shaped  panels  and 
splayed  sides  which  swell  out  in  the  middle.  It  bears  the  stamp  of 
F.  Franc  (master,  1756-1799).  The  face  of  each  drawer  is 
veneered  with  a  simple  design  in  quartered  sections  of  tulipwood 
within  a  serpentine  frame  formed  by  a  single  fillet  in  box  and  an 
outer  frieze  in  kingwood.  Though  often  described  today  as  a 
'scmainier'  on  the  basis  of  the  seven  drawers,  the  name  by  which 
it  was  known  in  the  eighteenth  century  seems  to  have  been 
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7.  L'Apres-Diner  by  N.  Lancret.  On  copper.  Height  II  j  inches,  width  14.' 
inches.  Reproduced  by  courtesy  of  the  Trustees  of  The  National  Gallery 
London. 


8.  Engraving,  10J;  X  8|  inches,  dated  1863  by  A.  Blanchard  after  J.-L.-E. 
Meissonier.  Reproduced  by  courtesy  of  the  Trustees  of  the  British 
Museum. 


'chiffonnier'.  The  other  term,  'chiffonniere',  was  reserve-'fcr 
smaller  multi-purpose  tables.  The  chiffonniers  in  the  eightinth 
century  were  not  limited  by  convention  to  seven  drawersFor 
example,  on  the  25th  March,  1772,  Topino  sold  to  his  fcow 
ebcniste,  Louis  Moreau,  for  90  livres  'un  Chifonier  de  6  pie)  de 
hauts  Sur  2  pd  de  large  13  ps  de  profondeur  10  tiroirs  de  faces. .'« 
Similar  simple  veneer  patterns  in  quartered  leaves  of  king\)od 
decorate  a  bedside  table  perched  on  cabriole  legs  (No.  0). 
Fitted  with  lifting  handles  and  on  the  right  with  a  drawejfor 
accessories,  the  main  opening  is  closed  by  two  doors.  In  *ne 
instances  the  back  of  these  tables  was  pierced  to  allow  al  to 
circulate.  In  others  there  are  for  the  same  reason  no  doors,  Lin 
the  case  with  a  table  in  the  Musee  des  Arts  Decoratifs,  1-is. 
which  was  made  by  A.-M.  Criaerd  for  Madame  de  Pompaw 
at  Choisy.3 

Another  small  table  of  elegant  proportions  is  seen  in  No  1 1 
and  12.  Kidney  shaped  and  supported  on  four  slender  cabbie 
legs,  the  centre  drawer  opens  to  reveal  a  nest  of  three  draws 
under  a  shelf.  On  the  right  side  there  are  two  further  dr; 
which  swing  open  on  hinges  attached  to  the  forward  uprhr. 
This  piece  bears  two  stamps  which  are  recorded  as  having  ten 
used  one  by  B.  Peridiez  (fl.  mid  eighteenth  century)  and  the  < 
by  his  son  G.  Peridiez  (master,  1761).  It  is  veneered  with  fjral 
sprays  and  serpentine  bands  on  a  ground  ot  tulipwood. 

Floral  marquetry  designs  also  decorate  the  front  and  sides  r 
chest  of  drawers  in  the  Louis  XV  style  (No.  13)  fitted  withjvo 
drawers  which  bears  the  stamp  of  L.  Boudin  (master,  1761-1 
Supported  on  curved  legs,  its  bombe  front  and  sides  are  c 
ated  with  shaped  reserves  containing  floral  trails  gaily  ii 
spersed  with  birds  in  marquetry.  A  pleasing  touch  is  the  pi 
of  this  piece  of  furniture  under  a  nineteenth-century  paintn 
the  ebeniste's  namesake,  E.  Boudin. 

In  a  painting  by  F.  Boucher  dated  1757,  in  which  Madam  de 
Pompadour  is  shown  in  her  study  surrounded  by  her  book 
portfolios,  the  artist  has  included  in  the  foreground  a  s>all 
cabriole-legged  writing  table.  A  drawer  on  the  right  side  isalf 
opened  revealing  three  compartments  for  writing  material 
one  of  which  Madame  de  Pompadour  has  just  slipped  a  quill 
To  borrow  an  expression  of  Mr.  Francis  Watson's,  'scrib 
mania'  was  a  disease  of  the  times.  At  one  end  of  the  scale  we  Ive 
a  Voltaire  whose  collected  works  run  to  ninety-five  large  ocvo 
volumes  (1824-32  edition),  at  the  other  end  the  Billet  doux 
N.  Lavreince  adopted  as  the  title  to  one  of  his  gouaches,  n 
Waddesdon  Manor.  It  was  an  age  of  epigrams  and  epitaph  d 
memoranda  with  which  suppliants  bombarded  ministers  nc. 
favourites,  of  treatises  in  which  a  courtier  such  as  the  due  de  ( 
would  convey  to  explorers  and  envoys  his  thoughts  on  the  .n- 
podes  and  oa  the  propagation  of  the  French  language  in  hi 
United  States.  A  concrete,  albeit  facetious,  example  illustra 
the  dominion  of  the  quill  pen  even  over  the  pack  of  cards  cabe 
read  into  an  entry  in  the  day-book  of  the  marchand-mei 
Lazare  Duvaux.  Dated  the  15th  January,  1754,  he  recordshe 
delivery  to  Madame  de  Pompadour  of  'deux  tables  a  ecru 
vernis  la  Chine,  dont  les  dessus  viennent  d'une  table  de  ia- 
dnlle  .  .  .' 

Writing  tables  are  well  represented  in  the  Farrow  Colled m 
The  largest  and  earliest  in  date  is  a  flat-topped  writing  t 
veneered  in  purplewood  (h.  30!  ins.;  w.  70 \  ins.;  d.  33  s. 
which  in  shape  belongs  to  the  first  third  of  the  eighteenth  n- 
tury.  It  is  branded  on  the  underside  with  the  word  ASSHT 
next  to  a  mark  painted  in  ink,  229  A.  A.  Theunissen  identies 
this  brand  mark  as  the  inventory  stamp  to  be  found  on  furni  R 
which  was  placed  at  the  disposal  of  the  Assemblee  National  il 
1 789. 4  Anions;  the  smaller  tables  which  would  have  been  thoiht 
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Lacquer  chest  of  drawers,  stamped  P.  Roussel  (probably  Pierre  I,  master,  1745-1782).  Height  32  J  inches,  width  50  inches. 


II.  Kidney-shaped  table  stamped  by  B.  Peridiez  (master  before  1738)  and 
by  G.  Peridiez  (master,  1761),  veneered  in  tulipwood.  Height  29J  inches, 
width  22;  inches. 
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ilc  for  ladies'  apartments  in  the  eighteenth  century,  there 
n  addition  to  a  bonheur  du  jour  in  the  manner  of  C. 
10,  three  small  tables  illustrated  in  Nos.  14  to  16.  Charactcr- 
lfall  three  is  their  simplicity  of  line,  the  elegance  of  their 
>rtions. 

is,  14  and  i  s  arc  of  two  oval  tables  with  marble  tops 
irtcd  on  slender  cabriole  legs  joined  by  a  shelf  of  kidney 
Veneered  in  tulipwood  they  are  each  decorated  with  a 
C  trellis  pattern  enclosing  stylised  dowers.  The  trellis 
rn  is  replaced  bv  a  single  floral  spray  on  the  shelf  of  the 
-  of  the  two  tables  (No.  i  s).  This  piece  bears  the  stamp, 
)RME  (probably  A.  Delorme,  master,  1748).  Its  drawer  is 
•  covered  by  a  writing  slide  leaving  space  on  the  right  for 
materials.  No.  16  is  of  a  small  table  stamped  /.  DUBOIS 
ably  Jacques  Dubois,  master,  1742-1763).  It  contains  three 
ers;  one  of  which  is  fitted  with  divisions  for  ink  and  sand- 
.  and  pulls  out  from  the  right  side  as  on  the  table  in  the 
her  painting  to  which  reference  has  already  been  made.  A 
;r-covered  slide  is  housed  in  the  space  above  the  drawers 
!  front. 

e  outside  or  the  Dubois  table  is  decorated  in  black  lacquer. 
It  I  probably  an  example  of  European  work  done  in  imitation 
of  e  imported  oriental  lacquer.  The  demand  for  this  type  of 
dq  ration  was  so  great  that  we  sometimes  find  pieces  of  ven- 
ee  •  furniture  with  marquetry  designs  which  have  been  sub- 
sei  'iitlv  overpainted  in  lacquer.  Another  example  in  the 
Fa  >w  Collection  is  the  chest  of  drawers  (page  77,  colour), 
w  h  is  decorated  with  panels  in  black  lacquer  incised  and 
p;j  edin  red,  green,  etc.  It  bears  the  stamp  of  P.  Roussel  (probably 
l|  e  I,  master,  1 745-1782).  In  an  inventory  drawn  up  after  his 
dii  1.  and  dated  1  ith  March,  1783,  several  chests  of  drawers  'en 
fa  1  de  lac'  arc  listed  among  the  finished  pieces  which  were  in 
hi  oreroom  on  the  first  floor.5  This  type  of  chest  of  drawers  'a 
p:  ;eleves',  with  its  serpentine  apron,  bombe  front  and  scrolled 
I  nts,  represents  a  high  point  in  the  development  of  the  Louis 
:hest  of  drawers.  The  design  has  evolved  considerably  since 
'..  Boulle  first  delivered  to  the  Grand  Trianon  in  1708  and 
the  heavy  'bureaux'  resting  on  lion's  paw  feet  strengthened 
le  inside  by  corkscrew  supports  which  were  the  prototypes 
e  chest  of  drawers.6 

the  main  the  pieces  of  veneered  furniture  which  have  here 
described  and  illustrated  belong  to  recognisable  types, 
r  design  is  not  rare,  and  the  same  models  are  to  be  found 
ped  with  the  names  of  ebenistes,  which,  in  addition  to  those 
ay  cited,  include  J.-B.  Fromagcau,  F.  Bayer,  G.  Landrin, 
J.  Malle,  M.-G.  Cramer  and  J.-P.  Dusautoy. 
■A.  Roubo,  writing  in  1744,  offers  one  explanation  for  this  use 
le  same  standard  models  when  he  attacks  the  practice  among 
astes  of  employing  others  to  supply  them  with  the  carcases  of 
"  furniture. 7  Pierre  Verlet  has  shown  on  numerous  occasions 
furniture  made  for  the  king  was  seldom  the  work  of  one 
1  but  of  a  team  of  experts.  This  same  division  of  labour  must 
have  operated  for  less  grand  pieces;  though  probably  for 
•rent  reasons. 

his  can  be  illustrated  by  examining  the  day-book  of  C. 
'ino.2  Among  his  suppliers  was  the  ebeniste,  L.  Boudin.  In 
'  Boudin  had  largely  abandoned  his  practice  of  furniture 
:er  to  become  a  dealer,  but  he  certainly  did  not  cease  stamping 
pieces  of  furniture  which  passed  through  his  hands.  Between 
20th  February,  1772,  and  the  28th  May,  1773,  be  supplied 
)ino  with  carcase  and  veneer  wood  to  the  value  of  approxim- 
y  4>I3°  hvres.  In  part  payment  Topino  sold  him  furniture 
n  the  7th  July,  1772,  to  the  end  of  1773  for  which  he  charged 
-7  livres.  In  turn  Topino  seems  to  have  farmed  out  work  to 


12.  Details  of  No.  II.  The  same  ribbon  design  is  reproduced  on  the  top  of 
another  table  of  the  same  shape  which  is  stamped  by  P.  Roussel. 


13.  Chest  of  drawers,  stamped  L.  Boudin  (master,  1761-1804).  Height  33^ 
inches,  width  48  inches.  Above  it  hangs  a  painting  by  E.  Boudin.  French 
nineteenth-century  paintings  in  the  Farrow  Collection  will  be  the  subject 
of  a  separate  article  in  The  Connoisseur. 


other  colleagues.  On  the  8th  February,  1779,  he  supplied  the 
ebeniste,  Guillaume,  with  oak  to  the  value  of  1  livrc  and  wood 
for  drawers  also  at  1  livre  'pour  deux  tables  quil  me  fait  .  .  .'  On 
the  15th  May  he  sold  him  'pour  deux  tables  4/  12  once  Bois 
Rozc  .  .  .'  at  a  cost  of  9  livres  12s.  On  the  24th  June  of  the  follow- 
ing year  Topino  paid  Guillaume  32  livres  'pour  Solde  de  Compte 
de  deux  tables  qu'il  ma  faites  .  .  .'  Assuming  that  these  entries 
refer  to  the  same  pieces  of  furniture  they  throw  an  interesting 
light  not  only  on  the  method  of  work  but  also  on  the  relative 
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14-  Louis  XV  oval  table. 
Veneered  in  tulipwood 
and  sycamore.  Height 
28}  inches,  width  19I 
inches. 


15.  Oval  table  stamped, 
Delorme  (probably  A. 
Delorme,  master,  1748), 
veneered  in  tulipwood 
and  sycamore.  Height 
27}  inches,  width  24] 
inches. 

16.  Far  right.  Lacquer 
table,  stamped  I.  Dubois 
(probably  Jacques  Du- 
bois, master,  1742- 
1763).  Height  27J  inches, 
width  i6£  inches. 


costs.  Topino  in  turn  sold  Guillaumc's  tables  to  other  colleagues 
in  the  trade.  On  the  23  rd  May,  1774,  the  ebenistc  and  dealer, 
Tuart,  purchased  'une  table  a  ecrire  dc  guillaume  Bois  amarante 
ct  Roze  .  .  .'  for  24  livres. 

This  system  of  subcontracting — which  was  both  the  cause  and 
the  effect  of  the  standardisation  in  models — led  to  the  purchase 
and  sale  of  parts  of  furniture.  We  find  Topino  purchasing 
drawers  from  his  colleague,  Leblond,  which  in  the  case  of  dress- 
ing-tables were  often  already  fitted  with  pomade  pots,  brushes, 
etc.  This  specialisation  also  operated  in  respect  to  marquetry 
motifs  which  Topino  sold  in  bulk  to  his  brother  in  Marseille. 
Finally,  in  relation  to  bronzes,  Topino  had  his  regular  suppliers 
from  whom  he  bought  his  mounts.  Sometimes  they  were  sold 
already  made  up  into  sets  for  fixing  to  different  types  of  furniture 
of  a  standard  model.  Sometimes  they  were  priced  according  to 
their  weight,  or  in  the  case  of  mouldings  according  to  their 
length;  as  when  the  ciseleur,  Dubuisson,  sold  to  Topino  on  the 
15th  June,  1776,  twenty-seven  feet  of  a  moulding  chased  with  a 
repeating  interlacing  motif  at  15  sous  a  foot.  With  this  system  in 
operation  it  is  inevitable  that  bronzes  from  the  same  mould 
should  be  found  on  pieces  of  furniture  stamped  by  different 
ebenistes.  Claude  Fregnac  has  already  noted,  for  example,  that 
the  mounts  forming  die  corners  of  the  serpentine  frame  which 


appear  on  the  front  of  the  Roussel  chest  of  drawers  (page  ; 
reappear  on  a  chest  of  drawers  stamped  by  A.  Delorme." 

Clearly  the  vision  of  the  dedicated  craftsman  producing  n- 
dependently  pieces  of  furniture  in  his  own  workshop,  whicl 
proudly  stamped  on  completion,  is  largely  a  myth.  The  manu|i 
ture  of  furniture  in  Paris  in  the  eighteenth  century  was  an  indu 
which  achieved  a  high  degree  of  specialisation  because 
constant  need  to  increase  the  turnover  in  order  to  satisfy  pu  ic 
demand.  That  this  public  was  discriminating  and  had  tast 
evident  when  we  examine  today  the  type  of  furniture,  illustr 
in  this  article,  with  which  they  furnished  their  apartments. 


NOTES 

1 1  am  indebted  to  Mr.  Francis  Watson  for  bringing  this  information  to  my  n< 

2  Archives  de  la  Seine.  D5B6  395.  I  should  like  to  express  my  thanks  to  Maa 
Felkay  for  her  help  over  the  transcription  of  some  of  the  more  obscure  passag 
this  day-book. 

3  P.  Verlet:  Les  Mettbles  du  XI  '//!<  Stick.  II.  Ebhtisterie,  Paris.  1955,  PI.  XI,  No. 

4  A.  Theunissen:  Meubles  ct  Sieges  du  XVIIF  Sicclc,  Paris.  1934.  p.  181. 

5  Archives  Nationales.  Y.  10803. 

6  P.  Verlet:  Lc  Mobitier  Royal  Francois  . . .  I,  Paris.  1945.  No.  1. 

7  J.-A.  Roubo:  L'Art  du  Memiisier,  Illcme  Section.  Illeme  Panic,  Paris,  1774,  p.  W 

8  C.  Fregnac.  Les  Ebenistes  de  XI  'llle  Steele  Francois.  Paris,  1963 ,  p.  1 30. 
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'he  Cheltenham  Chandelier 


ie  of  the  most  important  surviving  in  Britain 


ERT  SHERLOCK  F.S.A. 

I  HE  cvcle  of  taste  that  leads  one  generation  to  spurn  what  the 
'  next  esteems  is  well  known  to  art-collectors,  and  recently  an 
•me  instance  of  this  behaviour  has  received  public  attention, 
object  concerned  is  the  brass  chandelier  that  originally  be- 
ed  to  Cheltenham  parish  church  in  Gloucestershire. 
>r  most  people  the  history  of  Cheltenham  begins  with  the 
;ncv.  In  tact,  the  first  spa  was  opened  in  1738,  and  it  was  in 
.amc  year  that  Edmund  Smith,  a  local  surgeon,  made  his  gift 
ie  mediaeval  church  of  a  brass  chandelier.  There  was  nothing 
sua!  in  itself  about  the  gift:  by  the  mid-eighteenth  century 
ortant  town  churches  often  contained  at  least  one  chandelier, 
this  lit  w  ith  candles  was  the  main  source  of  light  for  the  con- 
cation. 

t  first  and  so  long  as  the  practice  of  holding  evening  prayer 
he  afternoon  was  maintained,  the  primary  purpose  of  the 
•ltenham  chandelier  would  have  been  ornamental.  But  111 
7  the  vestry  decided  to  institute  evening  services,  whereupon 
apanncd  wall-lamps,  13  brass  hanging  Liverpool  lamps  and  2 
I  .s  improved  pillar-lamps  were  acquired.  In  spite  of  oil-light- 
.  the  chandelier  continued  in  use,  and  in  1822  one  shilling  was 
rged  for  'a  Ash  Wand  6  feet  long  for  the  Extinguisher  to  put 
the  Candles  at  the  Sconce'. 

"he  period  of  oil-lamps  did  not  last  long:  in  1827  it  was  re- 
red  that  the  church  should  be  lighted  with  gas,  half  the 
>enses  to  be  borne  by  the  rector  and  half  by  the  parish, 
imately,  ^83  10s.  6d.  was  paid  by  the  parish  to  the  Gas  Com- 
y.  In  1828  the  old  lamps  were  sold,  but  contrary  to  expectation 
same  fate  did  not  befall  the  chandelier.  It  was  still  hanging  in 
nave  in  October,  1828  (No.  1),  and  as  late  as  1859  the  parish- 
es valued  it  enough  to  spend  money  on  its  repair. 
$hat  happened  to  the  chandelier  immediately  after  1859  is  not 
Dwn.  In  i860  a  restoration  of  the  church  began,  when  one 
the  aims  was  the  installation  of  suitable  gas-fittings.  It  is  likely 
t  the  chandelier  was  now  removed,  and,  in  any  case,  by  1865 
vas  hanging  in  the  Great  Hall  at  The  Hendre,  near  Monmouth 
0.  2).  This  was  the  large  country  mansion  of  John  Etherington 
elch  Rolls,  grandfather  of  the  man  who  formed  the  famous 
rrnership  with  Royce.  He  would  have  welcomed  the  Chelten- 
m  chandelier  as  an  addition  to  the  vast  collection  of  antiques 
th  which  he  was  filling  his  newly-built  home. 
The  chandelier  still  retained  its  candles  in  1866,  but  in  due 
urse  it  was  converted  first  to  use  with  gas  and  then  with 
ctricity.  It  remained,  however,  in  the  same  position.  This  was 
until  early  1963.  The  Great  Hall  had  then  become  the  gym- 
sium  of  a  school,  and  the  fulfilment  of  this  function  was  scarce- 
compatible  with  the  safety  of  the  chandelier.  Accordingly  the 
andelier  was  removed  to  the  Estate  Yard  at  The  Hendre  and 
Mn  here  to  Christie's,  where  it  was  sold  on  28  November,  1963, 
r  850  guineas. 

The  chandelier  with  its  hangings  has  suffered  many  vicissitudes 


I.  The  original  setting :  the  nave  of  the  parish  church  of  S:.  Mary,  Chelten- 
ham, Gloucestershire.  The  chandelier  remained  at  the  church  until  at 
least  1859. 
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2.  By  1865  the  chandelier  had  been  moved  to  the  Great  Hall  at  The  Hendre, 
near  Monmouth,  the  country  mansion  of  J.  E.  W.  Rolls,  grandfather  of 
the  man  who  formed  the  famous  partnership  with  Royce. 


luring  its  history,  and  this  to  some  extent  is  reflected  by  its  p- 
sent  condition  (No.  3).  Conversion  to  gas  necessitated  rcmcvakf 
the  suspension-ring  and  of  the  gilded  iron  rods  that  scrveds 
hangings.  The  branches,  too,  had  to  be  made  hollow  by  drill : 
the  elaborated  parts  and  substituting  piping  elsewhere.  Ap 
from  these  alterations  the  chandelier  is  largely  intact,  and  tin  s 
surhcicntly  so  for  it  to  be  recognised  as  one  of  the  most  import,! 
such  objects  surviving  in  Britain.  It  is  the  more  remarkable  tit 
it  is  one  of  the  few  chandeliers  of  ecclesiastical  origin  to  have  bci 
offered  for  sale  in  the  open  market. 

The  importance  of  the  chandelier  is  twofold.  It  arises  par*' 
from  its  size.  With  twenty-four  branches  arranged  in  two  tiers  t 
was  described  deservedly  as  'a  large  Brass  Sconce'  in  1744,  i- 
year  that  Edmund  Smith  probably  died.  The  main  importan . 
however,  is  due  to  the  form  of  design  and  construction.  At  fit 
English  chandeliers  had  a  single  globe,  and  above  this  wast 
baluster  stem  incorporating  trays  into  which  the  branches  wv 
hooked.  Later  there  were  as  many  globes  as  there  were  tiers  f 
branches,  and  these  globes  incorporated  collars  to  which  tt 
branches  were  bolted.  The  change  in  construction  was  a  gradil 
process  and  was  part  of  a  tendency  to  rationalise  and  simplify  f 
whole  design.  The  Cheltenham  chandelier  has  the  distinction  ! 
being  the  earliest  known  example  to  show  the  process  coi- 
pletcd.  There  were  to  be  no  more  significant  changes  until  t 
Gothic  reaction  of  the  mid-nineteenth  century. 
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L.  H.  Hiidyard 


*  Cheitenhan,  chandelier  as  it  is  today.  Recentiy  so.d  at  Christie's,  London,  it  has  heen  acquired  for  Te.pie  Newsam  House,  Leeds. 
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4.  First  chandelier  with  which  the  Cheltenham  example  may  be  compared 
is  this  one  in  the  church  of  St.  Michael,  Framlingham,  Suffolk. 


5.  Second  comparable  chandelier:  one  of  a  pair  that  once  belonged  U 
London  church  of  St.  Dionis  Backchurch.  (Photograph  reproduc  I 
courtesy  of  Radio  Times  Hulton  Picture  Library.) 


The  maker  of  the  Cheltenham  chandelier  was  evidently  a  man 
with  progressive  ideas.  His  identity  is  not  established,  but  two 
arguments  suggest  independently  a  tentative  attribution.  Both 
arguments  rely  for  their  strength  on  the  assumption  that  two 
chandeliers,  with  parts  cast  from  the  same  patterns,  are  likely  to 
have  originated  from  the  same  workshop.  The  first  chandelier 
with  which  the  Cheltenham  one  needs  to  be  compared  is  in  the 
church  at  Framlingham,  Suffolk  (No.  4).  The  branches  of  both 
tiers  are  the  same  as  those  at  Cheltenham — or  as  these  would 
have  been  before  alteration.  The  Framlingham  chandelier  is 
signed  IOHN  GILES  FECIT  and  is  dated  1742.  The  second 
chandeliers  for  comparison  are  a  pair  that  hung  in  the  London 
church  of  St.  Dionis  Backchurch  until  it  was  demolished  in  1878 
(No.  5).  The  pair  had  been  converted  for  gas  by  the  time  of  the 
photograph  that  records  their  appearance,  but  they  and  the 
Cheltenham  chandelier  were  identical  in  many  respects  and 
could  have  been  so  throughout  originally.  One  of  the  St.  Dionis 
chandeliers  was  given  and  the  other  was  bought  at  the  parish 
charge,  following  a  vestry  resolution  of  22  July,  1740.  Un- 


fortunately 'the  founder'  who  received  _£68  for  the  pair  jno 
named,  but  there  is  reason  for  thinking  that  it  was  the  samephi 
Giles  as  signed  the  Framlingham  chandelier.  On  30  July, 
the  churchwarden  of  St.  Dionis  seems  to  have  been  negotfl 
for  the  chandelier  as  the  vestry  had  empowered  him  to  dear 
the  following  item  appeared  subsequently  against  this  date  I 
account : 

Spent  with  Mr  Gyles  about  the  Branch  o  1  6 

It  looks  as  though  the  chandeliers  at  Framlingham,  St.  Lpni 
and  Cheltenham  arc  all  the  work  of  John  Giles,  and  u 
number  must  be  added  the  pair  in  the  aisles  at  Rotherhh 
London  (No.  6).  Most  of  the  larger  body-sections  at  Rother  ft 
are  repeated  in  the  Cheltenham  chandelier.  If,  in  fact,  the  njkc 
was  John  Giles,  the  main  details  of  his  life  are  recorded.  H«jj 
the  son  of  Samuel  Giles,  a  victualler  of  Wapping.  He  was  b.irn 
apprentice  in  1707;  nine  years  later  he  was  admitted  a  freeivn 
the  Founders'  Company;  and  by  1727  was  residing  at  AM 
Street  in  the  City  of  London.  He  lived  just  long  enough  1  I' 
Master  of  the  Founders'  Company,  in  1 740-1,  and  died  27  I  2 
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6j  >s.  3,  4  &  5  are  all  considered  to  be  the  work  of  John  Giles,  as  is  this 
e  iple,  one  of  a  pair,  in  the  church  St.  Mary,  Rotherhithe,  London. 


5  ember,  1743.  He  would  then  have  been  aged  about  50  years 
1  left  a  widow  and  two  sons,  one  of  whom,  John,  succeeded 
?  itually  to  his  business. 

Ithough  John  Giles  senior  died  comparatively  young,  his 
i  •  was  continued  if  not  by  his  son  at  least  by  imitators.  One 
:  It  of  this  practice  is  to  be  seen  at  Winchcomb,  Gloucester- 
'<  :  (No.  7).  The  chandelier  given  to  this  church  in  1753  is 
ost  certainly  the  work  of  a  local  founder.  Both  the  workman- 
I  1  and  the  general  archaism  prompt  this  conclusion.  On  the 
:r  hand,  the  maker  evidently  relied  for  some  of  his  inspiration 
1  London-made  chandelier  of  recent  date.  The  question  is  how 
he  gain  access  to  a  suitable  model.  As  Winchcomb  is  only 
m  miles  from  Cheltenham,  it  is  only  too  likely  that  the 
I  ndelier  here  itself  provided  the  model.  The  likelihood  is  con- 
rably  increased  by  the  fact  that  the  Cheltenham  chandelier 
en  intact  would  have  had  a  suspension-ring  and  branches 
iely  similar  to  those  at  Winchcomb. 

The  original  suspension-ring  at  Cheltenham  was  apparently 
ntical  with  that  at  Framlingham,  and  the  reason  why  its  form 


7.  This  example  was  given  to  the  church  of  St.  Peter  at  Winchcomb,  near 
Cheltenham,  in  1753  and  is  probably  a  local  founder's  copy  of  the  Chelten- 
ham chandelier. 


is  known  is  because  photographs  of  1865  and  1866  exist,  showing 
the  chandelier  as  it  was  then.  The  same  photographs  show  that 
the  pendant  ended  then  as  now  in  a  ring.  Such  a  ring  seems  in- 
congruous, and  the  original  terminal  was  probably  a  scrolled 
handle,  the  same  as  those  at  Framlingham  and  St.  Dionis. 

It  may  be  seen  that  photographs  and  comparative  evidence 
make  it  feasible  to  restore  the  Cheltenham  chandelier  to  its 
original  state.  Whether  or  not  the  opportunity  is  taken  is  of  small 
consequence  beside  the  issue  that  was  in  the  balance  until  April 
last  year.  What  would  be  the  final  destination  of  the  Cheltenham 
chandelier?  Now  it  is  known  that  this  is  to  be  Temple  Newsam, 
the  great  Yorkshire  country  house  owned  and  administered  by 
the  City  of  Leeds.  A  setting  of  matching  spaciousness  and  eleg- 
ance has  thus  been  found.  It  is  a  happy  ending  to  a  chequered 
history. 

Captain  E.  G.  Prior,  Estate  Agent  of  The  Hcndre,  drew  my  attention  to 
the  photographs  showing  the  chandelier  at  The  Hendre.  His  help  and 
tlwt  oj  Lieut. -Col.  J.  C.  E.  Harding-Rolls  is  gratejully  acknowledged. 
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A  clock-watch  made  for  I 
Peter  the  Great 

In  an  English  private  collection  j.f.haw* 


ON  i  oth  January,  1698,  Peter  the  Great,  Tsar  of  all  the  Rus- 
sias,  arrived  in  England  from  Holland  where  he  had  spent 
part  of  the  preceding  year  studying  the  technique  of  ship-build- 
ing. He  was  travelling  incognito  as  a  member  of  the  suite  of  the 
Russian  Ambassador,  and  in  Amsterdam  he  had  actually  enrolled 
amongst  the  ship's  carpenters,  working  under  the  name  of  Master 
Peter.  In  England  his  primary  aim  was  to  pursue  his  studies  of 
naval  architecture,  but  he  was  intensely  interested  in  all  mechani- 
cal processes,  including,  in  particular,  clock  and  watch-making. 
His  attention  had  already  been  directed  to  the  excellence  of 
English  watch-making  when  he  was  in  Holland;  for,  in  an  an- 
swer to  a  letter  from  the  Tsar  announcing  his  intention  of  going 
to  England,  Gavriil  Ivanovitch  Golovkin,  his  friend  and  coun- 
sellor, wrote:  'I  should  like  to  get  a  pocket  watch  made  by  a 
London  clock-maker  as  a  token  of  your  favour  and  as  a  memento 
of  your  visit  to  Britain.' ' 

The  Tsar  was  at  first  given  lodgings  in  a  house  in  Norfolk 
Street,  Strand,  but  he  was  soon  dissatisfied  with  this  residence  and 
moved  to  the  town  of  Deptford  where  he  was  near  to  the  ship- 
building yards  that  were  his  main  interest.  He  and  his  suite  were 
accommodated  at  Saycs  Court,  a  house  belonging  to  the  diarist 
John  Evelyn,  which  was  specially  rented  for  him  at  the  expense 
of  William  III.  The  Russian  Emperor  and  his  suite  occupied  the 
house  from  January  30th  to  April  21st,  1698,  but  with  disastrous 
results.  Evelyn's  servant  wrote  to  his  master  describing  the 
occupation  of  the  house  in  the  following  terms:2  'There  is  a 
house  full  of  people,  and  right  nasty.  The  Czar  lies  next  your 
library  and  dines  in  the  parlour  next  your  study.  He  dines  at 
ten  o'clock  and  six  at  night,  is  seldom  at  home  a  whole  day,  very 
often  in  the  King's  Yard,  or  by  water,  dressed  in  several  dresses. 
The  King  is  expected  here  this  day;  the  best  parlour  is  pretty 
clean  for  him  to  be  entertained  in.  The  King  pays  for  all  he  has.' 

The  damage  done  to  his  house  during  the  Russian  occupation 
was  so  extensive  that  Evelyn  claimed  compensation.  It  was  not 
till  June  9th  that  Evelyn  returned  to  Sayes  Court;  his  diary  entry3 
for  that  day  sums  up  the  situation  in  a  few  but  poignant  words: 
'To  Deptford,  to  see  how  miserably  the  Czar  had  left  my  house, 
after  three  months  making  it  his  court.  I  got  Sir  Christophcr 
Wren,  the  King's  Surveyor  and  Mr.  London  his  gardener,  to  go 
and  estimate  the  repairs,  for  which  they  allowed  ^150  in  their 
report  to  the  Lords  of  the  Treasury.'  This  figure  is  probably 
equal  to  some  ^2,000  in  modern  currency. 

Macaulay's  account4  of  Peter  the  Great,  though  well-known, 
cannot  be  improved  upon:  'His  stately  form,  his  intellectual 
forehead,  his  piercing  black  eyes,  his  Tartar  nose  and  mouth,  his 
gracious  smile,  his  frown  black  with  all  the  stormy  rage  and  hate 
of  a  barbarian  tyrant,  and  above  all  a  strange  nervous  convulsion 
which  sometimes  transformed  his  countenance,  during  a  few 
moments,  into  an  object  on  which  it  was  impossible  to  look  with- 
out terror,  the  immense  quantities  of  meat  which  he  devoured, 
the  pints  of  brandy  which  he  swallowed  and  which,  it  was  said, 


he  had  carefully  distilled  w  ith  his  own  hands,  the  fool  wh^B 
bered  at  his  feet,  the  monkey  which  grinned  at  the  back  I 
chair,  were,  during  weeks,  popular  topics  of  conversation.' 

While  in  England,  Peter  wTas  mainly  concerned  with  i\ 
affairs,  visiting  both  Portsmouth  and  Woolwich  for  this  pu:  1 
He  also  went  to  Windsor,  and  on  several  occasions  to  Kensii  H 
Palace,  the  favourite  residence  of  William  III.  In  spite  of  hi  M 
ness,  which  was  much  commented  on  at  the  time,  he  attenH 
ball  at  St.  James's  Palace,  went  to  see  a  play  and  saw  the  cik. 
ties  of  the  town.  Macaulay  s  account  of  his  stay  in  LondcH 
eludes  a  reference  to  his  interest  111  mechanical  devices.  HetiH 
that  when  he  went  to  Kensington  Palace  to  return  the  call  H 
h\  the  English  King  at  his  Norfolk  Street  lodgings,  'he  toe H 
notice  of  the  fine  pictures  with  which  the  palace  was  adoH 
But  over  the  chimney  of  the  n  \  al  sitting  room  was  a  plate  ww 
by  an  ingenious  machinery  indicated  the  direction  of  the  \afl 
and  with  this  plate  he  wax  in  raptures'.  This  device  is  still  ill 
in  the  palace. 

The  Emperor  must  have  ordered  a  quantity  of  mathemJH 
instruments  to  be  sent  out  from  England  before  he  arrived  1H 
country,  for,  on  28th  January,  1698,  Golovkin  wrote  to  himH 
Russia  to  announce  their  arrival :  'Crevette  has  shown  me  al 
that  has  arrived  from  England  with  instruments;  thereM 
remarkable  and  wonderful  things;  Englishmen  themselves  H 
astonished  as  they  had  not  seen  such  instruments.'5 

While  Peter  was  in  England  a  large  sum  of  money — in  e  m 
of  289  guineas — was  given  to  a  Scottish  member  of  his  fl 
James  Bruce.  This  was  intended  to  pay  for  the  matherrjB 
lessons  taken  by  Bruce  himself  and  also  for  mathematical  inl 
merits  purchased  by  Bruce  on  the  Emperor's  instructions.  I 
bill  for  the  lessons  can  hardly  have  accounted  for  more  than  3 1 
guineas.6 

Contemporary  English  sources  are  less  informative  about  fl 
the  Great's  interest  in  horology  than  the  Russian  ones.  M 
Russian  biography  of  the  Emperor  tells  us'  that  in  the  courB 
'visiting  London  factories  and  workshops,  he  went  to  that  om 
funous  clock-maker  Carte,  and  bought  there  a  remarkbk 
geographical  clock  and  became  so  interested  in  the  techniqul 
clock-making  that  he  learnt  to  dismantle  and  re-assemble  watJB 
irreproachably'.  This  clock  is  said  to  have  told  the  time  in  II 
part  of  the  world,  and  must,  presumably,  have  been  of  muu- 
mental  size.  A  watch  inscribed  John  Carte,  in  Garden  Court  im 
Middle  Temple  is  recorded  and  in  October,  1696,  this  mil 
inserted  an  advertisement  in  a  London  newspaper,  announn 
his  removal  to  the  corner  of  Lombard  Street  from  the  Dial  I 
Crown  near  Essex  Street  in  the  Strand.8 

It  seems  strange  that  the  Russian  Emperor  should  not  ll 
patronized  the  more  famous  English  clock-makers  sucrl 
Thomas  Tompion,  Joseph  Knibb,  or  Daniel  Quare,  who  wer  I 
active  at  the  time.  He  was  probably  guided  in  his  patronage  I 
the  Russian  immigre  clock-maker,  James  Hasscnius,  who  A 


86 


1.  The  dial  with  front  cover  closed,  showing  the  pierced  border. 


2.  The  back-plate, 
signed  Robert 
Attdrewes  London. 


working  in  London  but  returned  to  his  native  country  in  the 
year  of  Peter's  visit,  probably  at  the  latter's  suggestion.  Shortly 
before  he  left  England,  Peter  settled  two  bills  rendered  by  Has- 
senius,  one  for  u  guineas  in  respect  of  a  small  marmoset  monkey, 
presumably  the  one  mentioned  by  Macaulay.  the  other  for  '23 
English  pounds  for  one  pocket  watch  and  another  table-clock'.9 
During  his  stay  in  London  Peter  purchased  or,  more  probably, 
ordered  the  fine  coach  or  clock-watch  which  forms  the  subject 
of  this  article.  In  view  of  its  complex  nature  it  is  impossible  that  it 
should  have  been  ordered  and  completed  111  the  short  time  that 
Peter  stayed  in  London.  He  remained,  in  fact,  just  over  three 
months;  having  disembarked  on  January  10th,  he  re-embarked 
on  April  22nd,  though  he  was  held  up  for  a  week  thereafter  by 
unfavourable  winds. 

It  is,  of  course,  conceivable  that  the  w  atch  had  been  completed 
before  the  Emperor's  arrival  and  held  in  stock  by  its  maker.  But 
the  more  likely  eventuality  is  that  it  was  ordered  specially  for 


Peter  and  sent  to  Russia  when  it  was  completed,  perhaps  sale 
two  or  three  years  later.  The  clock-watch  is  signed  on  both  ial 
(No.  1)  and  back-plate  (No.  2)  w  ith  the  name  Robert  Andrea 
London.  Tw  o  makers  of  this  name  are  recorded  in  London'in 
the  late  seventeenth  and  early  eighteenth  centuries,  of  wrm 
one  was  apprenticed  in  1661,  the  other  in  1695.  As  the  laer 
would  have  still  been  an  apprentice  when  Peter  came  to  Engho. 
it  must  have  been  the  older  Andrewcs  who  signed  the  clot- 
watch.  Nothing  is  known  of  him,  apart  from  the  fact  that  he  as 
apprenticed  in  1661  to  Benjamin  Hill,  a  distinguished  clcjs- 
maker  who  was  Master  of  the  Worshipful  Company  of  Clec- 
makers  in  1657  and  who  died  in  1670.  There  is  reason  to  thk 
that  Robert  Andrcwcs  was  not  used  to  producing  watchesDt 
such  complicated  mechanism  as  this.  A  careful  examination  of  ie 
movement  discloses  the  fact  that  he  changed  his  mind  more  tjn 
once  in  the  course  of  its  manufacture.  It  would  appear  thafte 
found  it  necessarv  to  tit  a  more  powerful  spring  to  drive  lc 
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■  inent  than  he  had  originally  intended.  This  is  indicated  by 
H  t  that  a  large  mainspring  barrel  has  been  fitted  and  the  great 
,  l   on  the  fusee  overlaps  the  edge  of  the  barrel.  Again  the  small 
ntal  dial  within  the  chapter  ring  (No.  3),  which  is  numbered 
,,p  Vll  with  tour  divisions  between  each  figure,  wasleft  without 
fiu  on.  It  was  presumably  intended  to  serve  as  the  regulator 
■j  uit  was  not  actually  so  used  as  a  straight  arbor  passing  from 
iv.  gulator  on  the  back-plate  to  this  dial  would  have  passed 
■J  gh  the  path  of  the  fusee  chain.  Usually  the  regulator  dial 
wa  ilaced  on  the  back-plate;  on  this  watch  there  is  no  dial  on 
tfu  ttc  where  the  regulator  was  located  (No.  2).  There  is,  in  fact, 
e  where  one  would  expect  the  dial  to  be,  but  the  space  in- 
\C  circle  is  engraved  and  was  evidently  not  intended  to  be 
\l  up  by  a  regulator  dial.  In  order  to  regulate  the  watch  a 
hand  was  later  fitted  to  the  square  end  of  the  regulator 
arbor.  This  has  been  removed  in  a  recent  restoration  and 
iked  arbor  between  the  back-plate  and  the  dial  within  the 
sr  ring  is  now  pivoted  between  the  frames.  Further  changes 
nd  on  the  part  of  Robert  Andrewes  are  indicated  by  screw 
thai  do  not  connect  with  existing  screws  or  studs. 
■  movement  has  a  normal  verge  escapement  with  hair- 
:  of  3-4  coils;  it  has  striking  and  repeating  mechanisms  but 
is  no  alarm.  Each  of  these  mechanisms  has  its  own  train  of 
Is  and  striking  hammers  but  there  is  only  one  bell.  The  rack 
I  ig  mechanism  is  of  a  simple  type  but  has  certain  differences 
I  the  usual  arrangement.  The  motive  power  is  provided  by 
j  ainspring.  The  repeating  mechanism  is  completely  separate 
1  ppears  to  be  of  a  unique  system.  The  engraving  on  the  plates 
;ii  larrels  is  of  very  high  quality  (Nos.  2  and  4) :  on  the  resting 
53  1  of  the  striking  mainspring,  however,  are  crudely  engraved 
1  and  the  date  1710.  This  was  presumably  added  by  some 
l-maker  who  cleaned  or  repaired  the  watch  in  Russia  in  that 
The  outer  edge  of  the  barrel  is  finely  engraved  and  it  is 
e  plain  inside  that  the  date  and  number  have  been  incised, 
c  actual  date  of  the  clock-watch  must  be  some  years  earlier, 
allowing  for  the  fact  that  it  was  not  completed  for  some  time 
Peter's  visit  to  England.  Amongst  the  features  which  help  to 
tin  its  date  are  the  set-up  of  the  movement  with  all  three 
5,  going,  striking  and  repeating,  between  the  two  main  plates, 
se  of  Egyptian  pillars  and  the  bold  Baroque  character  of  the 
ived  ornament  of  the  back-plate  (No.  2).  Further  evidence 
)c  found  in  the  superbly  engraved  silver  case,  the  back  of 
h  is  engraved  with  the  Russian  imperial  arms  (No.  5).  The 
irance  of  the  back  has  been  prejudiced  by  the  later  addition 
vo  swivel  dust  covers  over  the  winding  holes.  These  are 
hly  engraved  with  a  design  that  is  out  of  character  with 
ine  work  that  lies  beneath  them.  The  outer  region  of  the 
is  pierced  and  engraved  with  foliage  and  interlacing  strap- 
c  enclosing  four  circular  cartouches.  These  are  engraved  with 
tire  of  Hecate  (No.  2)  with  another  of  Demeter,  the  Earth 
dess,  and  with  a  naval  and  military  battle  scene  respectively, 
run  of  the  cover  is  engraved  and  pierced  in  the  same  way 
I  foliate  scrolls  enclosing  four  oval  cartouches  engraved  with 
1  c  scenes.  The  engraving  calls  to  mind  the  work  of  the 
uenot  engraver,  Simon  Gribelin,  who  had  published  his  first 
c  of  engraved  designs  for  watch-case  engravers  in  1697,"  the 
before  this  watch  is  believed  to  have  been  commissioned, 
y  details  of  the  engraving  on  the  watch-case  appear  to 
/e  from  Gribelin,  but  whether  it  was  executed  by  him  or  by 
cone  who  had  access  to  his  pattern-book  is  impossible  to 
rmine.  Gribelin  left  an  album,12  now  in  the  British  Museum, 
aining  trial  pulls  from  many  of  his  engravings,  but  the  de- 
5  on  the  watch  are  not  included.  This  is  by  no  means  decisive 
le  album  appears  to  contain  only  his  more  important  works. 


3.  The  Chapter  Ring,  a  small  segmental  regulator  dial  within  it. 


4.  The  set-up  of  the  movement  helps  dating. 
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5.  The  superbly  engraved  silver  case,  the  back  of  which  is  engraved  with 
the  Russian  imperial  arms. 

The  case  would  have  been  sent  out  by  Andrewes  to  be  decorated 
by  a  professional  engraver  and,  in  view  of  the  importance  of  the 
commission,  he  would  surely  have  gone  to  one  of  the  best  artists 
available ;  perhaps  to  Gribelin  ? 

The  watch  presumably  arrived  in  Russia  in,  or  shortly  after, 
1700  and  remained  there  until  it  was  presented  by  the  Empress 
Catherine  the  Great  to  Spatar  Emmanuel  Balsh,  a  Rumanian 
nobleman  who  served  as  a  Colonel  in  the  Russian  army  during 
her  reign.  The  property  of  the  Balsh  family,  together  with  their 
vast  Bessarabian  estates,  passed  through  the  female  line  to  Prince 
Ghyka.13  The  clock-watch  seems  to  have  been  kept  at  Dum- 
braveni,  in  north-western  Moldavia,  the  seat  of  the  Balsh  and 
then  the  Ghyka  family,  until  some  time  before  the  First  World 


6.  The  striking  and  repeating  work  on  the  front  plate. 

War.  It  must,  however,  have  been  brought  to  England  bore 
191 3,  as  it  was  fitted  with  a  new  leather  outer  case  by  the  LoJ 
firm  of  Frodsham  of  New  Bond  Street,  an  address  whichhr. 
left  in  that  year.  This  case,  which  still  survives,  bears  the  croiaec 
initials  of  Prince  Leon  Ghyka,  who  died  shortly  before  I 
bequeathing  the  watch  to  his  son  Prince  Ivan  Ghyka,  who  sd  I 
in  England  in  the  1940's.  Thus,  after  spending  over  two  hum  ; 
years  in  Russia  and  Rumania  and  some  two  hundred  and  «rn 
years  in  alien  possession,  the  clock-watch  made  for  Peteth. 
Great  has  returned  to  an  English  collection.  It  is  now  the  pro  I 
of  a  well-known  English  collector.  Although  the  work  t  ai 
otherwise  obscure  maker,  this  clock-watch  testifies  to  theup 
reme  skill  of  the  London  clock-making  industry  of  thaati 
seventeenth  and  early  eighteenth  century.  It  is  not  only  a  mmi- 
ment  of  technical  ingenuity.  The  admirable  design  and  exqisiti 
execution  of  the  engraved  ornament  of  its  silver  case  confer  I 
it  the  additional  status  of  a  work  of  art. 

/  am  indebted  to  my  colleague,  Dr.  L.  Tarassuk  of  the  Hertm 
Musenjn,  Leningrad,  for  the  excerpts  from  Russian  printed  soura 
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lleissen  and 

Nymphenburg  for 

\wo  important  museums 


i  T  E  is  evidently  enjoying  the  pose.  The  finger  carelessly 
J  L  poised  on  the  contemplative  brow;  the  openness  of  the 
luged  to  the  exact  frontier  between  innocence  and  naivety; 
t  nouth  simpering  yet  guileful  beneath  the  wisps  of  moustache ; 
!  rococo  swagger  of  the  figure  accentuated  by  the  iron-red 
s  >es  of  the  waistcoat;  the  whole  balanced  by  the  black  halo  of 
[  tricorn.  He  is  the  Dottore  from  the  Comwedia  dell'Arte, 
}  lolled  at  the  Nymphenburg  factory  by  Franz  Anton  Bustelli. 

is  sad  that  those  writers  of  whom  we  would  like  to  know 
11  it  are  usually  the  least  well  documented.  The  life  of  A.  E. 
l)  .isman  has  been  minutely  chronicled;  but  Shakespeare  is  an 
;ma.  It  is  the  same  with  ceramic  artists.  The  lives  of  incon- 
rable  decorators  like  Fidelle  Duvivier  have  been  laboriously 
instructed,  but  little  is  known  of  the  genius  Bustelli.  His  work 
;  not  identified  until  1901.  The  fact  that  his  early  models 
w  the  same  degree  of  accomplishment  as  his  later  work 
gests  that  he  was  already  an  experienced  modeller  when  he 
ie  to  Nymphenburg.  But  where  did  he  come  from?  Doccia 
been  suggested,  though  on  no  evidence  stronger  than  his 
/iously  Italian  name. 

'  3ut  ultimately  biography  is  not  important.  It  does  not  matter 
;  tether  Shakespeare  was  a  poor  boy  from  Stratford  or  a  pam- 
j  *ed  courtier:  we  have  his  plays.  Bustelli's  Italian  Comedy 
ures  remain  as  much  the  expression  of  the  rococo,  as  Bernini's 
ilptures  are  of  the  baroque.  The  droll  attitudinising  of  the 
ures  goes  beyond  the  postures  which  they  would  naturally 
jpt  as  comedians:  it  symbolises  the  characteristic  attitude  of 
;  later  eighteenth  century — the  desperate  vivacity  of  people 
10  walk  on  a  thin  crust  which  conceals  squalor  and  revolution. 
If  the  porcelain  and  ormolu  candelabra  represents  anything 
are  than  its  pretty  self,  it  is  the  myth-world  into  which  these 
ecarious  aristocrats  escaped.  Modelled  by  J.  J.  Kaendler  at 
eissen,  it  shows  a  naiad  seated  on  a  dolphin  with  mermaids  and 
i-children.  It  was  made,  about  1740,  for  the  famous  Swan 
rvice  of  Count  Bruehl,  chief  minister  of  Augustus  III  of 
xony  and  director  of  the  Meissen  factory. 
The  modelling  of  the  figures  is  more  naturalistic,  less  stylized, 
an  Bustelli's;  but  we  cannot  help  feeling  that  in  the  contorted 
rmalism  of  the  uncompromisingly  rococo  setting,  figures  more 
istractly  conceived  would  have  been  apter. 


Both  of  these  figures  have  been  sold  by  Messrs.  Newman  and 
Newman  (Antiques)  Ltd.,  of  Brompton  Road,  London,  to 
important  museums.  The  Bustelli  Dottore  has  gone  to  the 
Bayerisches  Nationalmuseum,  Munich.  The  candelabra  has  been 
sold  to  the  Museum  of  Art,  the  Carnegie  Institute,  Pittsburgh. 


OT 


I.  Above  left.  Bust  of  Henry  VIII,  by  Robert  Town  about  1755.  Height  12  inches.  Collection  of  Lord  Astor  of  Hever.  2.  Above  Centre.  Side  view  o 
bust  in  No.  I.  3.  Above  right.  Bust  of  Henry  VIII,  by  Robert  Town  about  1760.  Height  14  inches.  By  courtesy  of  Mr.  Meyer  Oppenheim. 


Cannel  carvings  and 
Robert  Town  of  Wigan 


HUGH  TAIT,  F. 


THE  coal  scams  on  the  Haigh  estate,  near  Wigan  in  Lan- 
cashire, were  unusual  in  that  they  included  seams  of  cannel. 
Those  who  have  for  centuries  been  most  closely  connected  with 
this  substance  have  never  called  it  coal,  or  even  cannel-coal,  but 
just  cannel,  in  proof  of  which  there  can  be  found  in  Liverpool  a 
'Coal  and  Cannel'  Company.  The  name  'cannel'  is  said  to  be  a 
corruption  of  'candle-coal'  because,  owing  to  its  high  gaseous 
content,  it  burns  like  a  candle,  but  this  may  be  only  a  piece  of 
folk-etymology. 

The  28th  Earl  of  Crawford  and  Balcarres  and  5  th  Baron  Wigan, 
until  recently  the  owner  of  Haigh,  holds  the  Manor  by  family 
inheritance  from  the  earliest  known  Lord  of  Haigh,  Hugh  le 
Norreys,  who  was  in  possession  in  the  year  1 193,  and  it  is  as  a 
direct  result  of  Lord  Crawford's  initial  guidance  and  generous 
help  that  this  present  survey  has  been  made.1  Lord  Crawford's 
father  in  a  Presidential  Address  to  the  Manchester  Statistical 
Society  in  193 3 2  described  Haigh  cannel  as  'the  greatest,  indeed 
the  noblest  fuel  in  the  world'.  This  incomparable  fuel  is  noted,  as 
Lord  Crawford  then  observed,  'for  the  rich  yield  of  gas,  the  bril- 
liance of  its  flame,  the  steadiness  of  its  combustion,  the  cleanliness 
of  the  raw  fuel,  and  its  ashlcssness  when  burned — all  this  evidence 


of  good  manners  and  fine  physique  earned  a  world-wide  rep 
tion.  Being  free  from  the  danger  of  spontaneous  combus 
cannel  was  safe  on  board  ship  and  in  bunker.  .  .  .  much  was  sen 
South  America  from  Haigh  for  gas  purposes,  and  during  n 
'sixties  alid  'seventies  (i.e.  1 860-1 880)  there  was  a  Christmas  tm 
with  merchant  princes  of  New  York  and  other  industrial  cm 
of  the  United  States  who  were  ready  to  pay  highly  for  cannel  H 
substitute  for  the  over-rated  Yule  log'. 

But  there  is  another  aspect  of  cannel  which  is  no  less  surpriag 
— its  aesthetic  qualities.  For,  as  Lord  Crawford  in  1933  expreS 
it,  cannel  'has  the  smoothness  of  marble,  the  texture  of  porcelffl 
the  glossiness  of  bronze,  the  lightness  ofjet,  the  cleanliness  of  gkf . 
Indeed,  perhaps  cannel's  strangest  property  is  that  it  is  perfeffl 
clean  to  touch.  With  these  unique  properties,  Haigh  cannel  yS 
put  to  a  better  use  than  mere  burning  by  the  local  artists  ad 
craftsmen  of  Wigan,  who,  in  the  seventeenth  and  eighteenth  cji- 
turies,  carved  and  fashioned  it  as  if  it  was  a  precious  stone. 

Wigan's  earliest  local  deed,3  in  which  coal-mining  rights  e 
reserved,  is  dated  1350  and  there  is  little  doubt  that  on  the  Hab 
estate  the  Bradshaighs  (ancestors  of  Lord  Crawford)  mined  qil 
from  the  fourteenth  century.  The  earliest  published  referenced 
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7.  Sir  Roger  and  Lady  Bradshaigh,  two  medallions  carved  by  Robert  Town  in  1767.  Height  5J  inches.  Collection  of  the  Earl  of  Crawford  and  Balca 


the  Haigh  mines  occurs  in  John  Leland's  Itinerary.  He  visited 
Wigan  about  1538  and  records:  'Mr.  Bradshaw  hath  a  place 
called  Hawe,  a  myle  from  Wigan,  he  hath  found  much  cannel 
like  sea-coole  in  his  grounde,  very  profitable  to  him'. 

On  October,  1556,  certain  orders  were  made  by  the  Court  of 
the  Manor,  one  of  which  states  that  'all  the  said  tenant  and  every 
of  them  shall  get  their  cannel  or  fuel  in  the  said  Town  Pit  of 
Haghe  Betweene  the  Feast  of  the  Invencon  of  the  Holye  Crosse 
and  Lammas  Dayc  and  at  noone  other  tyme  or  tymes  of  the  yere'.4 
Further  records  exist  to  show  the  increased  exploitation  of  the 
seams  during  the  sixteenth  and  seventeenth  centuries,  but  in  most 
cases  the  cannel  was  mined  for  the  purposes  of  fuel.  An  early 
exception  was  the  use  of  cannel  squares  as  floor  tiles,  in  conjunc- 
tion with  similar  squares  of  white  alabaster,  in  the  chancel  of 
Lichfield  Cathedral.  This  flooring  is  said  to  have  been  laid  in  the 
sixteenth  century.  Several  tiles  of  cannel  from  the  chancel  are 
still  preserved,  though  reset,  in  the  floor  of  the  Consistory  Court 
of  the  Cathedral;  they  are  plain  squares,  measuring  9  X  9  inches. 

Another  exception,  again  without  any  reliable  dating,  was  the 
building  of  a  summer  house  of  cannel  in  the  formal  gardens  of 
Haigh.  This  conceit  is  said  by  some  to  be  of  seventeenth-century 
origin,  but  others  are  content  to  think  it  of  eighteenth-century 
date.  Certainly  it  was  still  an  object  of  amazement  in  the  early 
years  of  the  nineteenth  century,  when  Sir  Walter  Scott  visited 
Haigh  Hall.  In  1828  Pigot's  Directory*  referred  to  it  with  admira- 
tion: 'At  Haigh  Hall,  the  beautiful  seat  of  the  Earl  Balcarres  and 
Baron  Wigan,  a  Summer  House  is  made  of  it,  said  to  have  stood 
more  than  a  hundred  years,  and  in  which  the  ladies  may  seat  them- 
selves without  danger  to  the  purity  of  their  most  delicate  vestures. 
Various  toys  are  made  from  cannel  and  when  formed  into  boxes, 
plates,  etc.,  it  is  susceptible  of  a  polish  as  fine  as  black  marble'. 


The  earliest  published  record  of  cannel  being  used  other  tin  I 
fuel  occurs  in  1634  in  a  most  valuable  manuscript,6  givil 
entertainingly  written  account  of  a  journey,  entitled:  A  relai 
a  short  survey  of  26  counties,  briefly  describing  the  citties  andhei 
scytuations,  and  the  corporate  towns  and  castles  therein.  Observ'iu: 
seven  weekes  journey  begun  at  the  city  of  Norwich  and  from  theiuint 
the  North  on  Monday  August  1  lth,  1 634,  and  ending  att  the  same}aa 
By  a  Captaine,  a  Lieutennant  and  an  Ancient,  all  three  of  the  Mtar 
Company  in  Norwich.  This  account  of  a  journey  undertakertnh 
eight  years  before  the  outbreak  of  the  Civil  War  contan  I 
vital  reference  when  describing  the  stay  at  Wigan : 

'The  next  Morning  we  repayr'd  to  the  Church,  to  heare  mftini 
prayers,  heard  their  fayre  Organs,  view'd  their  new  Church,  built  j  th 
Pontificall  Prelate  of  that  See,  who  is  Parson  600  li.  per  Annum:  heew 
saw  soirfe  ancient  Monuments  of  the  Familie  of  the  Bradshaws,  after  bid 
done,  we  hastned  to  our  Jouiall  Alderman,  but  he  with  a  noble,  MB 
Parson,  another  honest  Gentleman,  and  Mr.  Organist,  /did  arrest  s  ii 
their  fayre  Market  Place,  and  kindly  inuitcd  vs  to  their  mornings  dr'glu 
A  whiskin  of  Wiggin  Ale,  which  they  as  heartily,  as  merrily  whiskt  f,  2 
freely,  and  liberally  they  call'd  for  it:  It  was  as  good,  as  they  that  ge  I 
for  better  Ale,  and  better  Company  no  Traucller  whatsoeuer  wouljaie 
desire.  I  dare  say  he  was  no  ordinary  Parson,  neither  in  his  Conditio  no 
Calling,  for  his  Scale  stil'd  him  an  Arch-Deacon,  that's  his  Conditio!  an 
what  he  call'd  for  hee  freely  pay'd  for,  that's  his  Calling ;  There  werethc 
men  of  his  Coat  generous  like  himselfe,  sure  some  of  his  neere  Neigh  >u 
into  whom  he  had  infus'd  soe  curteous  a  garbe; 

This  generous  Company  were  so  well  pleas'd  with  vs,  and  our  Joiu< 
and  wee  with  them,  and  their  courteous  entertainment,  that  part  we(H'i 
not  till  togeather  we  had  parted  a  Breakfast,  and  in  the  interim  I  I 
marcht  to  Mr.  Organists  Pallace,  and  their  heard  his  domesticke  O  an 
Vyalls,  with  the  voyces  of  this  ciuill  merry  Company  sweetly  consori 

After  all  this,  to  giue  more  ample  content,  they  were  importunate  vi 
vs  to  goe  to  see  a  Gentlemans  Place  sweetly  situated  neere  there  on  tl  I 
of  a  Hill,  worth  the  viewing,  for  the  Gardens,  walkes,  and  other  sine 
rare  contentings  that  neat  place  affoorded;  wee  heartily  wish'd  ouiim 
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B-o  haue  permitted  vs  to  haue  stay'd  there  longer,  as  we  were  willing  to 
fa  at  for  want  of  that,  wee  could  not  fullfill  their  gentile  requests: 
«i  iwav  we  must  if  this  night  wee  would  attaine  Chester,  which  was 
tbr  cc  of  our  morrowes  rest;  and  therefor  after  breadfast,  with  rcall 
4b  s,  bad  this  good  Company  Adieu. 

hoocst  proper  Parson,  would  not  let  vs  passe  with  out  a  speciall 
«£  and  baddge  of  his  Loue,  presented  euery  one  of  vs  a  Pcece  of  Canall 
winch  we  kindly  accepted  off,  and  so  shooke  hands  and  away  for 

!  presents,  a  'Pcece  of  Canall  Plate'  to  each  of  the  three 
G«  emen  who  had  been  so  handsomely  entertained  in  "Wigan 

Hjt  Haigh,  were  given  bv  a  rich  and  open-handed  generous 
pj  a,  and  must  have  been  of  high  quality  to  be  worthy  of  the 
oq  on.  Thev  were  probably  copies  of  silver  plate  executed  in 
al  1  bv  the  local  craftsman  but  sufficiently  skilfully  and  finely 
w\  tc  to  mer.:  presenting  on  this  occasion.  Unfortunately,  as 

H  of  the  recorded  suniving  examples  of  carved  cannel  is  in 
M  vie  o:  the  ::r>:  half  of  the  seventeenth  centun  there  is  no 
m  iuo:i  what  was  the  shape,  form  and  design  of  these  gifts  of 

■  iB  Plate'. 

I  e  local  craft  of  carving  cannel  evidently  continued  through- 
ou  be  seventeenth  centun"  and  was  in  a  flourishing  state  when 
m  nd  Earl  Cowper  visited  Wigan  in  1728.  This  noble  lord, 
w  t  making  his  tour  of  Great  Britain,  most  fortunately  wrote 
le' s  regularlv  to  his  sister.'3  And  from  Preston,  on  8th  Novem- 
bt  le  wrote:  *I  forgot  in  my  last  to  tell  you  that  I  had  bespoke  3 
S»  of  tea  dishes  and  pots  made  of  Kennel  coal.7  One  for  Mrs. 
V  daunt,  another  for  your  Ladyship  and  a  third  for  Lady  Ann'. 
T  bowls  or  teapots  of  cannel  are  unknown  to  me  but  some  mav 
$t  emain  in  country  houses  totally  unrecognised  today  as  rare 
p  omena  of  the  eighteenth  centun,-. 
j  le  skill  of  the  carvers  of  cannel  reached  so  high  a  level  of 
»  mplishment  by  the  middle  of  the  centun,-  that  items  of  carved 
c  el  were  fit  to  offer  as  presents  to  Royalty.  Samuel  Simpson,8 
■j  ingin  1746,  says: 

■  ear  this  Town  (Wigan)  stands  Haigh,  or  Hay,  the  Seat  of  the  Brad- 

■  is,  which  family  have  long  inhabited  in  this  County.  .  .  .  Of  them  is 
nded  the  present  Owner,  Sir  Roger  Bradshaigh,  Bart,  Member  for 
m,  whose  Lady  was  a  Daughter  of  Sir  John  Guise  of  Glocestershire, 

and  Aunt  to  the  present  Duchess  of  Norfolk.  In  this  Gentleman's 
e  is  found  great  Plenty  of  Canel  and  Candle-CoaL  the  like  of  which  is 
/here  else  to  be  seen.  By  putting  a  lighted  Candle  to  them,  they  are 
ntly  in  a  Flame,  and  yet  hold  Fire  as  long  as  any  Coals  whatever,  and 

more  or  less  as  they  are  placed  in  the  Grate  flat  or  edgewise.  They  are 
3th  and  sleek,  w-hen  the  Pieces  part  from  one  another,  and  will  polish 
Alabaster.  A  Lady  may  take  them  up  in  a  Cambrick  Handkerchief,  and 
will  not  soil  it,  they  are  as  black  as  the  deepest  Jet:  And  of  them  many 

Ids  and  Toys  are  oftentimes  made,  and  the  late  Lady  Bradshaigh  made 

■  Queen  of  Prussia  a  Present  of  a  Set  of  Dressing  Boxes  made  of  her 

j  Vhere  in  Germany  can  these  gifts  to  a  Queen  from  a  Lady  of 
I  cashire  be  found:  Perhaps  they  have  been  destroyed  like  so 
ly  of  the  fine,  but  fragile,  cannel  canings  of  the  eighteenth 
tun-.  Fortunately  the  Bradshaigh  family,  and  the  Lindsays 
o  married  into  the  line  in  1780,  have  presened  some  examples 
heir  ancestors  patronage  of  the  local  talent  and  consequentlv 
art-historian  is  able  to  build  on  a  reliable  foundation  of  fact, 
a  the  Haigh  private  account  book,  kept  by  Sir  Roger  Brad- 
1  ighfrom  173  4- 1765,  there  is  the  following  entry: 
1756:  January  31 :  pd.  the  man  in  Wigan  for  cutting 

Harry  the  8th  in  Cannel   £1.1.0.' 

The  anonymous  'man  in  Wigan',  w  ho  was  payed  £1.  1.  ofor 
tting  Harry  the  8th'  on  31st  January,  1756,  would  appear  to 
.'e  been  Robert  Town,  for  in  the  same  account  book  there  is  a 
;hdy  later  entn : 

1756.  Febr.  21  :  Pd.  Robt.  Town  for  Q.  Elizbth  head  cut  m 

Kennel  ^1.  11.  6.' 

Although,  unhappily,  no  cannel  head  of  Queen  Elizabeth  can 


8.  Henry  VIII,  medallion  by  Robert  Town  about  1755.  Diam.  10  cm. 
Rijksmuseum ,  Amsterdam. 


at  present  be  located,  three  cannel  busts  of  Henry  VIII  do  survive. 
The  most  primitive  and  earliest  of  the  three  is  at  Hever  Castle9 
(Nos.  1  and  2) ;  a  slightly  later  and  larger  version  was  on  the  Lon- 
don art  market1 0  (Nos.  3  8c  4) ;  and  the  latest  and  most  accomplished 
of  the  three  is  at  the  British  Museum  (No.  6).  Robert  Town  was 
evidently  more  of  a  craftsman  than  an  artist,  for  he  copied  most 
slavishly  from  an  engraving  of  Henry  VIII  by  J.  Houbraken 
of  Amsterdam  (No.  5).  The  engraving,  said  to  be  after  a  Holbein 
painting  (Holben  pinxit),  was  printed  by  J.  &  P.  Knapton 
of  London  in  1750  (Impensis  J.  &  P.  Knapton  Londini  1730). 
Houbraken's  engraving  is  only  very  looselv — and  even,  slovenlv 
— copied  from  the  Holbein  portrait  in  Windsor,  as  it  differs 
in  manv  detads,  such  as  the  misunderstood  gold  chain  of  'H's 
worn  by  Henry  VIII.  Houbraken  clearly  did  not  recognise  that 
the  chain  was  composed  of  the  repeated  initial  'H'  and  portrayed 
it  as  a  chain  with  square  links.  These  misunderstandings  are 
repeated  exactly  by  Robert  Town  when  he  caned  the  chains  on 
the  three  cannel  busts.  Both  Holbein's  pattern  on  the  doublet 
and  exact  design  of  the  jewels  on  the  brim  of  the  hat  are  rendered 
differendy  by  Houbraken  in  his  engraving.  Though  both  these 
features  are  carefully  copied  by  Robert  Town,  there  are  differ- 
ences to  be  observed  on  the  three  cannel  busts.  The  jewels  in  the 
hat  brim  are  most  faithfully  copied  on  the  Hever  bust ;  but  by  the 
time  the  British  Museum  bust  was  caned  the  triangular  jewel 
motif  had  become  smaller  and  slightly  changed  its  shape.  The 
large  pendant  jewel  hanging  from  the  'H  chain  on  the  British 
Museum  bust  has  no  scroll  decoration  surrounding  the  huge 
central  table-cut  diamond,  whereas  on  the  other  nvo  busts  the 
jewel  is  reproduced  in  absolute  imitation  of  the  Houbraken  en- 
graving. The  hair,  beard,  hat  feather  and  fur  collar  of  the  coat  on 
both  the  earher  busts  are  rendered  in  a  very  rough,  deeply  cut 
technique,  which  contrasts  sharply  with  the  more  delicate  surface 
linear  tooling  of  these  areas  on  the  British  Museum  bust.  When 
placed  side  by  side,  not  only  was  the  latter  better  proportioned 
but  strikingly  superior  in  the  skill  with  which  Robert  Town  had 
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9.  Bust  of  Mary,  Queen  of  Scots,  by  Robert  Town,  about  1755.  Height  13 
inches.  By  courtesy  of  Mr.  Meyer  Oppenheim. 

modelled  the  bust.  Town  shows  a  far  greater  knowledge  and 
grasp  of  the  problem  of  conveying  the  anatomical  structure  of 
the  head  in  the  later  bust  in  the  British  Museum. 

It  is,  therefore,  probably  not  without  significance  that  of  the 
three,  only  the  Hever  Castle  bust  appears  to  have  been  execut- 
ed without  a  cannel  socle;  a  slight  modification  of  the  carv- 
ing of  the  lower  part  of  the  doublet  and  belt  makes  the  outline  of 
the  two  other  busts  harmonise  with  the  drum-shaped  socle.  The 
back  of  the  Hever  bust  indicates  that  it  might  have  been  designed 
for  a  wall  bracket  and  has  only  been  mounted  on  the  marble  socle 
in  recent  times.  The  other  bust  (Nos.  3  &.  4)  now  has  a  wooden 
circular  base  fitted  to  the  cannel  socle.  But  it  remains  an  open 
question  whether  it  is  a  replacement  for  a  damaged  circular  can- 
nel base  or  whether  the  base  was  originally  rectangular  as  on  the 
other  busts  (Nos.  6,  9,  10  &  12). 

In  the  course  of  repairing  the  British  Museum  bust,  which 


10.  Bust  of  Mary,  Queen  of  Scots,  by  Robert  Town,  about  1765-70.  Helfct 
13  6  inches.  The  British  Museum. 

suffered  damage  during  the  second  world  war,  the  methocol 
'production'  became  evident.  The  bust  was  carved  in  five  scpa  tc 
pieces:  the  rectangular  base,  the  socle,  the  chest,  the  head  andie 
hat.  Each  section,  except  the  hat,  has  a  small  hole  (about  1  ip 
diameter)  bored  in  the  centre  so  that  it  can  be  slipped  on  tja 
vertical  round  wooden  stick  that  is  set  in  the  centre  of  the  t- 
tangular  base  and  runs,  as  a  core,  up  through  the  assembled  bit. 
This  simple  method  of  assembling  the  sections  gives  a  strengtlo 
an  otherwise  rather  fragile  medium. 

The  only  other  extant  authenticated  cannel  carvings  of  Rotft 
Town  are  the  medallion  portraits  of  Sir  Roger  and  Lady  Brl- 
shaigh  (No.  7).  They  each  bear  an  inscription  incised  ii  a 
half-circle  above  the  head.  The  portrait  of  Sir  Roger  in  proc 
facing  right  shows  a  middle-aged  man  in  wig  and  'Van  D". 
costume  with  the  inscription:  SIR  ROGER  BRADSHAIGH I 
HAIGH  BART-,  1767.  The  companion  portrait,  representing  is 
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lary,  Queen  of  Scots,  engraving  by  J.  Houbraken  after  I.  Oliver  and 
shed  in  London  in  1738.  The  British  Museum. 


in  profile  facing  left,  depicts  an  ageing  lady  in  a  neat-fitting 
let,  also  wearing  a  "Van  Dyk'  dress,  with  the  inscription: 
WBRADSHAIGH  OF  HAIGH:  1767. 
the  Bradshaigh  personal  accounts  for  that  year  1767,  there  is 
following  entry :  '1767:  Octr-  2nd  :  pd-  Robert  Town  for  the 

lallions   Ti.  6.  o.' 

hese  medallions  have  never  left  the  family  and  are  still  in  the 
ession  of  Lord  Crawford,  the  direct  descendant  of  Sir  Roger, 
i  1  the  artist  and  the  date  of  carving  are  irrefutably  established. 
>ugh  the  carving  is  only  in  relief,  and  cannot,  therefore,  be 
v  compared  with  his  cannel  busts  of  Henry  VIII,  which  are 
t  :uted  in  the  round,  there  are  in  some  details,  such  as  the  eyes, 
ng  similarities  of  style.  Again,  the  method  of  construction  is 
liar,  for  the  cannel  frames  are  made  separately  and  the  oval 
I  jues  are  fitted  in  from  the  back.  The  craftsmanship  is  high,  for 
j  plaques  fit  the  frames  most  expertly.  Another  medallion  sur- 
]  es  without  its  cannel  frame  in  the  Rijksmuscum,  Amsterdam11 
8).  It  depicts  in  low  relief  a  profile  portrait  bust  of  Henry 
I,  so  similar  in  every  detail  to  Lord  Astor's  bust  (Nos.  1  and  2) 
6  it,  too,  must  have  been  carved  by  Robert  Town  about  1755. 
hree  female  cannel  busts  in  Tudor  costume,  all  apparently 
resenting  the  same  person,  have  survived  and  on  stylistic 
lysis  appear  to  bear  a  similar  relationship  to  each  other  as  was 
•erved  in  the  three  busts  of  Henry  VIII.  The  earliest  and  least 
'eloped  is  the  bust  recently  sold  at  Sotheby's  auction  rooms' - 
3.  9)-  The  latest  and  most  mature  is  preserved  in  the  British 
iseum13  (No.  10),  though  in  a  much  damaged  state  with  no 
ce  of  the  high  ruff  remaining.  The  present  owner  of  the 


12.  Bust  of  George  IU  (?)  by  Robert  Town,  about  1755.  Height  13  inches. 
By  courtesy  of  Mr.  Meyer  Oppenheim. 

third  bust  is  not  known,  but  it  was  illustrated  when  it  was  in  the 
possession  of  Mr.  John  Hunt  in  1938 14  and  judging  from  the  small 
illustration  that  bust  was  carved  at  some  intermediary  stage  in 
Robert  Town's  artistic  development.  The  female  Tudor  bust  can 
now  be  identihed  as  Mary,  Queen  of  Scots,  and  not  Queen  Mary 
Tudor  as  previously  published;  for  Robert  Town  again  has  copied 
minutely  from  an  engraving  by  J.  Houbraken  (No.  11)  which 
was  published  by  J.  &  P.  Knapton  of  London  in  1738.  The  en- 
graving states  that  it  is  after  a  portrait  by  Isaac  Oliver,  then  in 
the  collection  of  Dr.  Mead,  the  famous  antiquary. 

Both  the  Henry  VIII  and  the  Mary,  Queen  of  Scots,  engravings 
by  Houbraken  were  later  published  in  Thomas  Birch's  The  Heads 
of  Illustrious  Persons  of  Great  Britain,  Vol.  I  (1743)  and  Vol.  II  (1751). 
As  the  Henry  VIII  engraving  was  only  executed  in  1750  and  ap- 
peared the  following  year  in  Birch's  Heads  Vol.  II,  Robert  Town 
may  have  had  recourse  to  Birch's  book  rather  than  to  single  prints 
when  he  used  Houbraken  as  a  source  in  1756  for  the  bust  of 
'Harry  the  8th'.  Whether  the  one  executed  for  Sir  Roger  was  the 
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first  bust  of  Henry  VIII  that  Robert  Town  ever  attempted  cannot 
be  proved,  but  it  is  unlikely  that  his  style  could  have  changed  very 
considerably  in  the  five  years  between  1750,  the  date  of  the  en- 
graving, and  1755,  the  year  he  was  carving  the  bust  for  Sir  Roger. 
More  probably,  therefore,  the  earliest  looking  of  the  three  extant 
busts  of  Henry  VIII,  the  bust  at  Hever,  was  the  one  executed  about 
1755  for  Sir  Roger.  The  latest  of  the  three  busts  of  Henry  VIII, 
the  version  m  the  British  Museum,  would  on  these  grounds  appear 
to  have  been  executed  approximately  fifteen  years  later,  about 
1770. 

One  further  large-scale  canncl  bust  by  Robert  Town  appeared  in 
Sotheby's  auction  rooms  in  196415  when  it  was  described  as  'pro- 
bably George  III  as  a  young  man'  (No.  12).  Another  very  similar 
version  of  this  bust  survives  in  the  possession  ot  Lord  Crawford, 
having  formerly  been  at  Haigh  Hall.  Certainly,  a  strong  resem- 
blance can  be  seen  in  the  engraving  of  George  III  by  Thomas  Frye 
in  which  the  young  king  is  depicted  in  almost  identical  armour 
wearing  the  ribbon  of  the  Order  of  the  Garter.  Furthermore, 
proof  that  the  then  reigning  monarch  was  carved  in  canncl,  pre- 
sumably by  Robert  Town,  is  contained  in  a  letter"5  signed  T.  B. 
and  dated  Halifax,  Nov.  25,  1772,  which  was  published  in  the 
Gentleman's  Magazine  Vol.  43  (1773)  pp.  219-221.  It  reads: 
'Mr.  Urban, 

Lately  having  had  the  pleasure  of  spending  a  few  days 
at  Ackerington,  near  Manchester,  in  Lancashire,  the  scat  of 
Ashton  Lever,  Esq.,  I  was  agreeably  entertained  and  surprised  to 
find  one  of  the  grandest  collections  of  the  most  perfect  specimens 
of  Natural  History  .  .  .' 

Appended  are  his  notes  on  the  items,  which  included  the 


following:  '.  .  .  there  is  a  head  of  his  present  Majesty,  cub 
Canncl  Coal,  said  to  be  a  striking  likeness;  indeed,  the  wck- 
manship  is  inimitable'.  This  piece,  together  with  the  rest  om 
'curiosities',  were  exhibited  from  1774  in  London  at  Leicaer 
House  in  Leicester  Square  by  Sir  Ashton  Lever.  When  the  Br  sh 
Museum  later  decided  not  to  purchase  his  collection,  he  offcd 
a  lottery  of  37,000  tickets,  which  was  won  by  a  man  nar 
Parkinson,  who  exhibited  them  near  the  Surrey  end  of  Blackfi  r 
Bridge.  The  bust  sold  at  Sotheby's  (Fig.  12)  had  no  pro\ 
ance  before  1961  but  may  have  been  the  one  originally  in[ir 
Ashton  Lever's  collection. 

Apart^from  carving  these  few  large  busts,  Robert  Town  jas 
probably  also  occupied  in  carving  'the  many  Vessels  and  T< 
referred  to  bv  Samuel  Simpson  in  1746.  The  story  told  by  Mi: 
I.  Spence17  may  be  apocryphal  but  it  is  indicative  of  the  rang 
Robert  Town's  productions:  'I  have  heard  a  dinner  service 
once  made  out  of  this  (canncl)  coal,  which  after  the  entertainn 
was  demolished  in  the  fire'.  This  extravagant  form  of  amusen 
and  the  inherent  fragility  of  the  material  would  no  doubt  at 
for  the  almost  total  disappearance  of  these  objects  in  canncl.  T  0 
cannel  'cups'  in  the  museum  collection  of  the  Wigan  Puic 
Libraries  (Nos.  13  and  14)  have  no  provenance  except  that  1- 
scribed  in  gilt  on  the  one  with  a  cover:  'Canncl  coal  From 
Pits  of  the  Wigan  Coal  and  Iron  Co.  Lli-  Wigan'.  No  exact  ctt 
can  be  given  to  these  two  very  similar  'cups',  though  their  fc  11 
suggests  a  late  nineteenth-century  origin.  A  pair  of  cannel  canc- 
sticks,  a  pair  of  cannel  obelisques,  and  a  cannel  inkwell  in  prh 
possession  not  far  from  Wigan  are  in  the  same  style  and  again  I<  fc 
like  products  of  the  nineteenth  century. 


98 


I  he  26th  Earl  of  Crawford  (1847-1913)  by  George  Fouchard  (?)  about 
I!  S5,  Wigan.  Height  17.1  inches.  Wigan  Public  Libraries. 


ie  tradition  of  carving  in  cannel  continued  at  Wigan  at  least 
ti  ie  very  end  of  the  nineteenth  century.  A  portrait  of  the  26th 
f  of  Crawford  (1847-1913),  who  was  Member  of  Parliament 
fj  Wigan  (1874-1880),  is  carved  in  cannel  'from  the  pits  of  the 
^  ;an  Coal  and  Iron  Co.  and  was  exhibited  at  the  Wigan  Indus- 
I    Exhibition  in  1889'18  (No.  15).  The  crude  quality  of  this 
t  ing  is  in  sharp  contrast  with  the  polished  excellence  of  Robert 
11s  work.  The  author  of  this  relief  portrait  was  evidently 
rge  Fouchard  of  Pemberton,  Wigan;  since  in  1900  he  carved 
signed  a  similar  portrait  in  relief  of  Col.  Henry  Blundell 
linshead  Blundell  (1831-1906),  who  was  Member  of  Parlia- 
it  for  Ince  (1 885-1906)  (No.  16).  In  neither  work  does  Fou- 
'd  exhibit  considerable  qualities  as  an  artist;  though  both 
traits  display  a  certain  vigorousness,  which  is  totally  lacking  in 
)ert  Town's  work. 

ill  biographical  details  about  Robert  Town  seem  to  have 
led  the  local  historians,  including  that  very  thorough  and 
able  scholar  and  Fellow  of  the  Society  of  Antiquaries,  Arthur 
n  Havvkes,  who  was  for  many  years  President  of  the  Lancashire 
Cheshire  Antiquarian  Society.  At  the  moment,  therefore, 
hing  more  can  be  added  to  the  statement  that  Robert  Town's 
.  Charles,  became  a  very  well-known  artist,  particularly  noted 
His  animal  paintings;  although  born  in  Wigan,  he  is  more 
juently  referred  to  as  'Charles  Town  of  Liverpool'.  Wigan 
;s  not  have  to  share  its  pride  in  Robert  Town  and  the  highly 
ompbshed  and  individual  artistic  expression  he  gave  to  a  mat- 
'1  which  has  otherwise  an  entirely  industrial  connotation.  No 
ilbt  Robert  Town  would  have  had  difficulty  in  finding  a  profit- 
e  market  for  his  luxury  trade  in  a  mining  and  industrial  area 
re  it  not  for  the  astonishing  fact  that  Wigan  was,  as  Miss 
ence  writes  in  1 809  to  her  mistress,  the  Dowager  Countess  of 
intcrton,  'a  celebrated  spa  of  the  nature  of  the  Harrowgate 
>ters.  It  is  surrounded  by  coal  pits  ...  a  corner  of  Lancashire 
th  many  surprises'. 


16.  Col.  Henry  Blundell  Hollinshead  Blundell  (1831-1906)  by  George 
Fouchard  in  1900.  Height  14  inches.  Wigan  Public  Libraries. 


NOTES 

1  The  author  would  like  to  express  his  sincerest  thanks  for  the  constant  assistance 
and  encouragement  he  has  received  from  Lord  Crawford,  who  has  made  available 
all  the  references  in  the  family  muniments  (the  Bradshaigh  papers)  and  the  items  of 
cannel  carving  in  his  family  inheritance.  The  author  is  also  indebted  to  Mr.  H.  H. 
G.  Arthur,  Borough  Librarian  of  Wigan,  and  Miss  Anne  Buck,  Curator  of  the 
Gallery  of  English  Costume,  Manchester,  for  references  to  local  publications. 

2  Trans,  of  Manchester  Statistical  Society:  Session  1933-34,  P-i_23- 

3  Standish  Deeds.  No.  63,  Wigan  Public  Library. 

Arthur  [ohn  Hawkes:  Sir  Roger  Bradshaigh  (1628-1684),  Supplement  to  the  Tran- 
sactions of  the  Lancashire  &  Cheshire  Antiquarian  Society,  1945,  (also  published  by  the 
Chctham  Society.) 

4  Hawkes  op.  cit.  pp.  2-3. 

5  Pigot  &  Co.'s  New  and  Commercial  Directory:  Cheshire,  Derbyshire,  Lancashire 
(1828). 

6  Landsdowne  MS.  213,  British  Museum,  No.  26  pp.  315-344. 

8,1  This  correspondence  is  now  deposited  with  the  Hertfordshire  County  Record 
Office — see  Manchester  Guardian  Weekly,  25  Aug.,  1955. 

7  Kennel  was  a  current  alternative  spelling  for  cannel. 

8  Samuel  Simpson:  The  Agreeable  Historian  or  the  Compleat  English  Traveller 
(1746)  Vol.  2  p.  482. 

s  I  would  like  to  express  my  warmest  thanks  to  Lord  Astor  of  Hever  for  allowing 
the  bust  to  be  brought  to  the  British  Museum  for  comparison  and  for  photography, 
and  not  least  for  all  his  generous  and  kind  assistance. 

10  Advertised  by  Messrs.  Marcusson  in  The  Connoisseur,  March  1961,  p.  XXXVI, 
where  it  was  described  as  'English,  early  sixteenth  century'.  Later  the  property  of 
Mr.  A.  J.  Lewis,  who  has  most  kindly  assisted  me  in  making  a  detailed  study  of 
this  version  bv  bringing  it  to  the  British  Museum  for  comparison. 

11  Inv.  No.  N.M.  728. 

I  am  deeply  grateful  to  Mr.  A.  J.  Lewis  for  bringing  to  my  notice  this  piece  and 
to  Mr.  den  Blaauwen,  of  the  Rijksmuseum,  for  photographs  and  detailed  inform- 
ation. 

12  Sotheby  &  Co.,  sale  of  20  Nov.,  1964,  lot  37.  Formerly  the  property  of  Mr.  A.  J. 
Lewis  who  most  kindly  brought  it  to  the  British  Museum  for  study  purposes. 

13  Reg.  No.  O.A.  16. 

14  Antique  Collector,  Fair  Supplement,  November,  1938  in  'The  Antique  Dealer's 
Fair,  Review  of  Stands',  p.  6,  where  it  is  described  as  'a  rare  bust  of  Mary  Tudor 
made  of  Cannel  Coal.  English  16th  century'. 

15  Sotheby  &  Co.,  sale  of  20  Nov.,  1954,  lot  37.  Formerly  the  property  of  Mr.  A.  ]. 
Lewis  who  most  kindly  brought  it  to  the  British  Museum  for  study  purposes. 

16  I  am  deeply  grateful  to  Mr.  A.J.  Lewis  for  bringing  this  reference  to  my  notice; 
it  was  discovered  by  Mr.  Cyril  Staal.  For  an  account  of  Leicester  House,  see 
Henry  Wheatley,  London  Past  and  Present  (1891). 

17  E.  I.  Spence:  Summer  Excursions  (1809). 

18  Quoted  from  the  exhibition  label  at  Haigh  Hall. 
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irofessor  Pope-Hennessy's 
>rovisionar  Catalogue 

the  Italian  sculpture  at  the  Victoria  and  Albert 
jseum 


JOHN  FLEMING 


IE  publication  of  this  much  needed  and  eagerly  awaited 
catalogue*  is  an  important  event  for  the  steadily  increasing 
her  of  connoisseurs  of  sculpture.  The  department  of  Euro- 
sculpture  at  the  Victoria  and  Albert  Museum  has  become 
of  the  major  public  collections  in  Britain  and  the  Italian 
on  of  it  is  probably  the  finest  single  collection  of  its  kind  in 
vorld,  not  excluding  Italy.  Only  in  Paris,  Berlin  and  Florence 
.un  tlung  remotely  comparable  be  seen,  and  though  these 
r  great  public  collections  of  sculpture  contain  individual 
ks  of  equal  or  even  greater  quality,  none  can  approach  that 
outh  Kensington  in  scope.  Full  credit  for  this  extraordinary 
i  of  affairs  is  rightly  given  in  the  new  catalogue  to  John  Charles 
>inson  who  was  appointed  to  be  the  first  surveyor  of  the 
ieum's  art  collections  in  1852  when  he  was  no  more  than 
nty-eight  years  old.  The  appointment  of  such  an  amateur — 
Jly  untrained  and  unqualified — would  nowadays  be  unthink- 
1  yet  there  can  be  no  doubt  that  it  was  solely  due  to  Robin- 
's taste  and  initiative  that  we  now  possess  so  many  superb 
:es  of  Italian  sculpture.  Of  course,  he  was  able  to  buy  at  the 
I  bottom  of  the  market :  and  he  had  the  ear  and  support  of 
dstone.  Nevertheless,  his  record  is  very  remarkable.  Far  more 
han  that  of  any  of  his  successors.  Within  a  matter  of  months 
rr  his  appointment  he  had  bought  two  excellent  bronze  Papal 
ts,  plausibly  ascribed  to  Bernini  and  Algardi,  and  a  first-rate 
mbaia  marble  relief,  the  latter  for  ^15,  slightly  less  than  the 
e  of  the  catalogue  under  review !  Even  more  extraordinary 
ps  were  to  follow,  culminating  in  the  famous  Nino  Pisano 
gel  of  the  Annunciation  for  £2:  and  before  ten  years  had 
sed  he  had  skimmed  the  cream  off  the  Gherardini,  Soulages 
i  Gigli-Campana  collections,  buying  eighty-four  pieces  from 
:  latter  for  the  derisory  sum  of  ^5,836  and  thus  securing  at  one 
)w  examples  by  such  masters  as  Arnolfo  di  Cambio,  Luca  della 
>bbia,  Verocchio  and  Sansovino ! 

Quotations  from  his  letters  printed  in  the  new  catalogue  reveal 
w  he  acquired  numerous  other  masterpieces  for  the  museum. 
Florence  in  1859,  for  example,  he  discovered  that  a  misguided 
ior,  devoting  his  energy  to  the  'restoration'  of  S.  Maria  Novella, 
d  made  a  clean  sweep  of  everything  later  than  the  1 3  th  century, 
sting  out  Baccio  d'Agnolo's  cantoria  with  other  out-moded 
nk.  Just  in  time  he  saved  it  from  the  hands  of  a  French  builder 
ho  was  intending  to  use  it  as  a  balcony  for  a  house  in  the  suburbs 
Paris.  Some  years  later,  in  Venice,  he  discovered  that  Bartolom- 
co  Buon's  noble  tympanum  had  been  removed  from  the  Scuola 
ecchia  di  S.  Maria  delia  Misericordia  and  lay  in  fragments  on 
e  floor  of  a  dealer's  store.  He  advised  its  purchase  for  the 
odest  price  of  -£157  9s.  8d.  though  remarking,  one  cannot  help 


■dialogue  of  Italian  Sculpture  in  the  Victoria  and  Albert  Museum  by  John  Popc-Hennessy 
listed  by  Ronald  Lightbown  (2  vols,  text  and  1  vol.  plates.  London:  H.M.S.O.  £is.I5.0 
t). 


Mino  da  Fiesole.  Bernardo  Giugni.  Marble,  16  i  in.  high,  Florentine,  third 
quarter  of  the  15th  century.  Victoria  and  Albert  Museum. 


Facing  page.  Giovanni  Bologna.  Samson  slaying  a  Philistine.  Marble,  82!  in. 
high,  Florentine,  third  quarter  of  the  16th  century.  Victoria  and  Albert 
Museum. 
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Nino  Pisano.  The  Angel  of  the  Annunciation.  Pigmented  wood,  68^  in. 
high,  Pisan,  third  quarter  of"  the  14th  century.  Victoria  and  Albert  Museum. 


suspecting  with  crocodile  tears,  that  'it  had  infinitely  grjter 
significance  in  its  original  place.  It  is,  indeed,  a  page  torn  fronhc 
record  of  Venetian  art'. 

But  success  and  the  excitement  of  the  chase — espcciall  in 
turbulent  mid-nineteenth  century  Italy  w  here  he  sometimes  ad 
to  travel  by  diligence  'with  an  escort  of  Papal  Dragoons  and  th 
our  revolvers  ready  in  our  hands  in  expectation  of  Brigands  do 
have  just  reappeared' — unfortunately  seem  to  have  gon  to 
Robinson's  head  and  in  1863  his  appointment  was  abruptly  t- 
minated.  He  lingered  on  rather  acrimoniously  in  South  Kensg- 
ton  for  a  few  more  years  but  in  1 867  the  ministry  had  him  su:r- 
annuated.  It  is  a  sadly  familiar  story :  and  the  moral  need  nc»c 
pointed  here.  Suffice  it  to  observe  that  the  sculpture  departiwit 
languished  in  the  doldrums  from  that  date  until  well  intoh' 
present  century  except  for  a  brief  period  after  1881  when  Ron- 
son  again  visited  Italy  on  the  museum's  behalf.  More  recently  be 
collection  has  been  increased  steadily  and  wisely.  Sir  Eric  A  c- 
lagan,  who  became  keeper  of  the  department  in  1921,  botH 
masterpieces  by  Agostino  di  Duccio,  Desiderio  and  Bernini:  jci 
more  recently  still,  during  the  keepership  of  Mr.  H.  D.  Mo- 
worth,  the  post-renaissance  section  has  been  strengthened  by  <;h. 
brilliant  purchases  as  Bernini's  Neptune  and  Triton  and  Giov;m 
Bologna's  Samson  slaying  a  Philistine.  The  present  keeper  as 
shown  himself  to  be  no  less  discerning  though  many  of  us 
acquisitions  are  necessarily  omitted  from  the  new  catalogue  \v]  :h 
stops  in  i960. 

Though  the  collection  has  been  catalogued  twice  before- iv 
Robinson  in  1862  and  Maclagan  and  Longhurst  in  1932 — reint 
acquisitions  and  increased  knowledge  of  Italian  Sculpture  geir- 
ally  made  the  present  catalogue  necessary.  It  is  an  excellent  pre 
of  work  and  though  Professor  Pope-Hennessy  states  modestljin 
the  introduction  that  he  regards  it  as  no  more  than  provision  it 
is  unlikely  to  be  superseded  for  many  a  long  year.  Howc'r. 
when  a  further  catalogue  is  contemplated  it  is  to  be  hoped  'at 
space  will  be  found  for  the  small  bronzes.  These  are  omitted  frm 
the  present  catalogue.  No  reason  is  given. 

The  most  interesting  entries  in  a  new  catalogue  are  naturly 
those  in  which  new  works  or  new  attributions  are  published  ir 
the  first  time.  Of  recent  acquisitions  the  most  important  to^c 
first  published  here  are  probably  the  exquisite  relief  portrai  t 
Bernardo  Giugni  by  Mino  da  Fiesole,  the  imposing  bust  ot  Le 
de  Lazara  probably  by  a  Paduan  member  of  the  Lomba 
studio,  the  spirited  terracotta  group  of  the  Virgin  attendedy 
three  Holy  Women  by  Antonio  Begarelli  and  the  vivid  teia- . 
cotta  portrait  bust  of  St.  Philip  Neri  ascribed  to  Bernini.  The  r 
attributions  proposed  by  Professor  Pope-Hennessy  are  even  rr 
impressive.  A  charming  little  marble  Virgin  has  been  brought  it 
of  the  cellar  of  fakes  and  baptised  Niccolo  Civitali;  the  marie 
high  relief  of  the  Annunciation  previously  given  to  some  ano  - 
mous  Florentine  under  the  influence  of  Nicola  Pisano  is  now  o 
fidently  assigned  to  Arnolfo  di  Cambio;  Christoforo  Solan 
not  Tullio  Lombardo  now  appears  to  have  been  responsible  >r 
the  half-length  marble  figure  of  a  virtue  gazing  upwards  in  'e 
attitude  of  a  Niobid;  and,  perhaps,  most  interesting  of  all,  G 
attribution  to  Finelli  of  the  bust  of  Francesco  Bracciolini,  ft 
proposed  by  Dr.  Nava-Ccllini,  is  confirmed  by  document  v 
evidence.  Needless  to  say,  many  great  sculptors  have  had  tf  f 
oeuvres  cut  down — Donatcllo,  for  instance,  has  been  left  w'r 
only  four  out  of  the  fifteen  works  previously  ascribed  to  him;  ad 
Michelangelo  now  has  only  one  little  wax  model  of  a  slave  whe  - 
as  in  the  previous  catalogue  he  was  credited  with  thirteen  piec? 
And  in  return  for  the  reprieve  granted  to  Civitali's  Virgin  sevdl 
items  have  been  consigned  to  the  cellar  of  fakes. 
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onio  Begarelli.  The  Virgin  and  the  Holy  Women.  Sketch  model  for  a  group  of  the  Deposition  in  S.  Francesco,  Modena.  Terracotta,  16s  in.  high, 
lian,  second  quarter  of  the  l6th  century.  Victoria  and  Albert  Museum. 


lardly  less  surprising  than  the  many  new  attributions  and 
overies  revealed  in  this  catalogue  is  the  price  put  upon  it  by 
Stationery  Office,  with  the  approval,  presumably,  of  the 
aistry  of  Education  which  controls  the  museum.  Fifteen 
neas  is  a  stiff  price — especially  for  a  non-commercial  publica- 
1  issued  by  a  Ministry  whose  prime  concern  is  to  facilitate  the 
ead  of  knowledge  and  to  encourage  learning.  It  is,  in  fact,  rather 
ire  than  is  charged  by  commercial  publishers  for  books  of  a 
lilar  kind  and  similar  high  quality  of  paper,  binding,  etc.,  for 
imple,  the  recent  catalogues  published  by  the  Phaidon  Press  of 
•  Queen's  pictures  which  are  roughly  a  third  cheaper  per 
lume.  In  any  event,  one  may  wonder  whether  so  luxurious  a 
)duction  is  quite  appropriate  for  a  work  of  this  kind.  The 
alogue  as  a  'Book  Beautiful'  has  hitherto  been  reserved  for 
nvned  heads  and  clients  of  Duveen.  The  modest  paper-back, 
th  plates  available  separately,  as  adopted  by  the  National 
Hen,-  for  its  catalogues,  is  surely  more  admirable  as  well  as  more 
viceable  in  the  mid-twentieth  century.  It  is  much  to  be  hoped 
u  the  Ministry  of  Education  will  reconsider  their  policy  in  these 
ltters  before  issuing  any  further  catalogues  from  the  Victoria 
J  Albert  Museum. 


f/ 
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Niccolo  Civitali.  The  Vir- 
gin Annunciate.  From  the 
church  of  Santa  Maria  dei 
Servi,  Lucca.  Marble,  41  h 
in.  high,  Lucchese,  first 
quarter  of  the  16th  century. 
Victoria  and  Albert  Museum. 
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Drawings  by  W.  G.  Gillies 


SYDNEY  GOODSIR  SMITH 


WILLIAM  G.  GILLIES  (Royal  Scottish  Academy, 
President  of  Royal  Scottish  Society  of  Painters  in  Water- 
colour),  was  born  sixty-five  years  ago  in  Haddington,  East 
Lothian,  trained  at  the  Edinburgh  College  of  Art,  studied  for  a 
while  with  Andre  Lhote  in  Paris,  and  is  now  Principal  of  his  old 
College  in  Edinburgh. 

Gillies  must  be  one  of  the  most  prolihc  artists  in  Scotland — or 
elsewhere  maybe — and  the  essence  of  his  art  is  found  in  his 
drawings  and  watcrcolours  which  he  pours  out  constantly  from 
an  evidently  inexhaustible  fount  of  inspiration  and  delight.  His 
subject  matter  is  divided  between  landscape  and  Still  Life  with  a 
high  preponderance  of  landscape,  a  great  deal  of  it  done  in  the 
Lothians  where  he  lives;  though  he  does  make  extended  sorties 
sometimes  to  the  Highlands,  more  often  to  the  nearby  Borders 
or  across  the  Forth  to  Fife,  whose  huddled  fishing  villages  have 
attracted  generations  of  Scottish  painters  much  as  Cornwall  has 
attracted  their  English  cousins.  But  he  really  only  has  to  look  out 
of  his  cottage  window  at  Temple,  Midlothian,  to  find  subjects  to 
last  him  for  a  lifetime — which,  of  course,  is  what  he  does,  all  the 
time.  He  seldom  confronts  the  city. 

For  his  landscapes  in  oil  he  does  not  work  directly  from  nature 
but  builds  up  his  picture  from  many  drawings  in  ink  or  pencil  or 
ink  and  watcrcolour  done  on  the  spot.  'A  landscape  has  to  be 
digested',  he  said  once  in  an  interview.  'Working  from  nature 
one  is  distracted  by  the  perpetual  change — I  get  led  astray  from 
the  original  conception.  I  seek  the  permanent  in  nature.'  This 
was  said  about  his  landscapes  in  oil,  of  course. 

We  have  chosen  for  reproduction  four  such  sketches  which 
well  exemplify  the  quick,  darting  sensitivity  of  his  line  (particu- 
larly in  the  long  view  of  Kirriemuir),  and  its  lyrical  fluency  in  the 
interpretation  of  atmosphere  (Back  of  the  Artist's  House) ;  his  easy, 
almost  languid  grasp  of  space — here  of  enclosed  space,  as  in  the 
Fife  harbour  of  Pittenweem—a.116.  his  recurring  love  of  close- 
packed,  huddled  composition  as  seen  in  the  ink-and-wash 
drawing  of  Gattonside,  near  Melrose. 

The  common  quality  of  all  Gillies's  work  in  line  is  a  sort  of 
musical  joy,  of  sheer,  uncomplicated  happiness  in  the  appearance 
or  moods  of  the  natural  or  man-made  scene  before  his  eye; 
indeed,  the  entire  mass  of  his  work,  which  must  number  thousands 


of  drawings  alone,  could  be  described,  rather  fancifull- 
Gillies's  Pastoral  Symphony.  He  draws,  to  use  a  cliche,  as 
sings,  as  carelessly,  as  tirelessly,  as  surely  and — it  might  be  a< 
— as  thoughtlessly.  There  is  no  emotional  content  in  his  won 
is  entirely  objective,  a  simple  celebration  of  the  native  scene. 

I  should  mention  here  that  these  four  drawings  have  all  c 
from  the  very  extensive  collection  of  Gillies's  work,  numbqi 
about  two  hundred  pictures,  built  up  over  the  last  quarter 
century  by  Dr.  Robert  Lillie  of  Edinburgh,  whose  fine  colK 
of  contemporary  Scottish  art  is  eventually  destined  for  the  5 
tish  National  Gallery  of  Modern  Art.  Dr.  Lillie  is  a  philosoi 
He  is  also  a  musician  of  considerable  ability,  an  artist  himsei 
fact,  and  what  attracts  him  especially  about  Gillies's  work  is 
this  musical  quality  that  suffuses  the  very  movement  and  tes 
of  his  line.  'Gillies's  painting  is  music',  he  said  to  me,  whildi 
were  choosing  these  drawings,  and  one  sees  exactly  wha 
meant. 

This  musical  quality  is  found  also,  with  heavier  orchestral . 
in  his  landscape  paintings  in  oil,  though  less  markedly  per 
than  in  his  drawings  and  watcrcolours.  When  dealing  nh 
Still-Lite  an  intellectuality  and  a  certain  coldness  comes  iris 
that  we  think  of  more  formal  work,  of  Bach,  say  (to  be  fain  u 
again),  rather  than  the  more  romantic  Beethoven  or  Schum  1 
All  this  celebratory  aspect  of  his  work  may  seem  rather  odd  v 
you  think  of  his  teacher,  Lhote,  or  if  you  ask  him  which  ztOt 
have  influenced  him  and  he  mentions  the  names  of  KandiK 
and  the  tortured,  introspective  Munch :  for  if  there  is  one  mjjd 
triumphant  in  all  Gillies's  art  it  is  the  innocent,  unthinhc 
happiness  that  sings  out  from  the  tip  of  his  darting  pen  or  the  at 
of  his  brush. 


1.  Back  of  artist's  house.  Pen  and  ink,  175  <  22  inches. 

2.  Kirriemuir.  Pen  and  ink,  ll{  ■  15I  inches. 

3.  Pittenweem.  Pen  and  ink,  18J      24!  inches. 

4.  Gattonside.  Pen  and  wash,  I0j  <  14A  inches. 


104 


u 


* 


\  IL1QLE 

SAINT  JULIEN  dc  BRIOL'DE 

+- 

* 

* 

♦ 

► 

♦ 

♦ 

J" 


fcw  discoveries  of  the 
lomanesque  period  in  Fiance:  1 


escoes  and  Mosaics  in  the 
asilica  of  Saint-Julien  de  Brioude 


GUIDO  MARINELLI 


7TALL  paintings  in  France,  particularly  those  of  the 
V  'Romanesque'  period,  have  aroused  great  interest  since 
last  century,  thanks  to  the  work  of  Prosper  Merimee,  the 
hor  of  Colomba  and  Carmen,  who,  in  his  official  capacity  as 
pector  General  of  French  Monuments,  initiated  an  important 
^s  of  restorations,  of  which  one  of  the  most  famous  is  that  of 
nt-Savin-sur-Gartempe,  where  the  frescoes  have  been 
:ned  to  a  'Mediaeval  Sistine  Chapel'.  The  painted  figures,  and 
ir  probable  date,  set  these  paintings  among  those  rare  ex- 
ples  which  have  remained  with  us  of  the  mural  painting  of  the 
rolingian,  Romanesque  period  of  the  eighth,  ninth  and  tenth 
lturies.  The  spontaneity  of  the  drawing,  the  fresh  colours  on  a 
Idish-brown  background,  the  red  figures  with  shading  by 


stylised  strokes  typical  of  that  epoch,  seem  akin  in  their  design  to 
those  in  the  Bayeux  tapestry  which  has  an  expressive  power 
equalled  only  by  the  sculptured  figures  of  the  stone  spandrels  of 
the  churches. 

In  order  to  understand  the  historical  and  stylistic  character  of 
the  epoch  it  is  useful  to  refer  to  the  Hamartigenia  of  Prudentius, 
and  his  Psyclioutachia,  a  poem  on  spiritual  combat,  the  origin  of 
evil,  and  the  vision  of  the  soul,  and  to  Plotinus  for  his  mystical 
vision  of  the  body,  described  in  the  2nd  Etinead,  which  in  the 
culture  of  that  age  seem  to  have  had  a  great  influence  over  all  the 
visions  of  the  first  fresco  painters  of  the  'Romanesque'  period. 
In  fact,  the  vision  of  the  supernatural  seems  the  predominant 
element.  Otherwise  it  is  impossible  to  understand  the  technical 
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I.  Section  of  the  facade  and  the  apse  of  the  Church  of  St.  Julien  de  Brioude. 


2.  Detail  of  the  south  door  covered  with  traces  of  leather  and  ironwork. 


and  formal  stylisation  of  the  paintings,  and  the  apparent  ingenu- 
ousness, which  conceals  a  profound  spiritual  lyricism  in  the  trans- 
lation and  interpretation  in  painting  of  events,  stories  and  legends 
from  the  Bible.  The  correspondence  between  the  painter  and  the 
believer  was  so  powerful,  and  the  mural  paintings  had  such  a 


strong  influence  over  the  faithful,  that  the  Bishops  were 
that  the  painted  figures  might  be  detrimental  to  the  faith  an 
worshipped  like  idols,  thus  enticing  the  Christians  bad 
idolatry  and  paganism,  which  was  still  alive  and  linge 
obstinately  in  the  West,  especially  in  Gaul. 

In  the  Libri  Carolini,  the  Treatise  De  Imaginibus  (ninth  cent  y) 
says  that  the  images  are  there  on  the  walls  to  illustrate  the  his  r 
of  the  past  and  the  lives  of  the  Saints,  and  to  beautify  the  w 
not  to  be  worshipped  in  themselves.  It  says,  in  fact:  Nam  dun 
nihil  in  imaginibus  spernamus  praeter  adorationem,  quippa  qth 
basilicis  sanctorum  imagines  non  ad  adorandum  sed  ad  niemom 
return  gestarum  et  venustatem  parietum  habere  permittimus  .  .  .  Le- 
wise,  Agobard,  Bishop  of  Lyon  from  816-840,  in  his  Treatise 
Imaginibus  Sanctorum  and  Jonas,  Bishop  of  Orleans  from  8 1  8 
his  De  Cultu  Imaginium,  violently  denounce  those  faithful  v 
show  a  .heretical  attachment  to  painted  images:  Sed  isti  perr- 
sorum  dogmatum  cultores  agnos  vivos  volunt  vorare  et  in  parietc  p\ 
adorare. 

Fresco  painting  in  the  first  centuries  of  our  era  in  Fra.c 
certainly  shows  a  common  link  with  the  painted  decoration 
Roman  antiquity.  It  is,  therefore,  possible  to  trace  the  arti 
evolution  and  see  how  much  that  was  typical  was  preserved, 
mural  painting  for  a  thousand  years.  And,  besides  these  ti 
formal  expressions,  we  must  bear  in  mind  the  Christian  origin! 
mural  painting,  the  symbolic  iconography  of  the  catacon>. 
which  was  a  stimulus,  a  starting  point  and  a  source  for  the  pai  - 
ing  of  the  first  Christian  chapels  which,  historically  speaki; 
mark  the  spread  of  Christianity  and  are  the  first  religious  afhr- 
ations  in  the  civilization  of  the  West.  What  has  recently  been  c- 
covered  in  Africa  (Ethiopia,  Upper  Egypt,  the  Sudan)  andn 
places  within  the  area  of  the  Mediterranean  basin,  confirms  t 
growing  interest  shown  today  in  Christian  mural  painting  of 
first  centuries  of  our  era. 


no 


'  :  paintings  of  Brioude,  in  part  late-Roman  as  far  as  can  be 
UK  d  from  recent  discoveries,  arc  reminiscent  of  the  art  of  the 
Pa  ast  and,  at  the  same  time,  they  are  the  work  of  painters 
1  in  one  place,  perhaps  locally,  and  also  of  wandering 
•rs  who  came  in  from  outside  and  whose  activity  was  very 
V  spread,  covering  Persia,  South  Russia,  Russian  Turkestan 
/cstcrn  Siberia.  We  still  have  insufficient  certain  information 
lblc  to  go  deeply  into  the  problem  of  Persian  influence  over 
ieval  painting  in  the  West.  Nevertheless,  it  is  absolutely 
ary  to  bear  in  mind  this  source,  seeing  that  some  of  the 
ile  paintings  clearly  suggest  this  influence  while  others  of  a 
late,  the  Gothic  paintings,  require  such  a  supposition  in 
to  understand  the  features  of  a  technique  and  an  artistic 
ssion  which  find  no  parallel  in  other  schools, 
e  date  of  the  first  church  consecrated  to  Saint  Julian  at 
ide,  built  on  the  foundations  of  the  present  church,  seems  to 
been  385.  Local  archaeologists  have  suggested  the  fourth 
ry,  basing  their  surmise  on  the  form  and  low  pitch  of  the 
the  massive  solidity  of  the  pilasters  and,  above  all,  the  latin 
arts  in  the  sculptures  on  the  capitals.  Generally  speaking,  the 
ruction  presents  originally  pre-Romanesque  characteristics, 
especially  in  the  earlier  part  and  in  the  crypt-shrine,  where 
emains  of  Saint  Julian  were  buried.  If  this  deduction  is 
ct,  the  most  important  work  of  enlargement  must  have 
done  during  the  ninth,  tenth,  eleventh,  twelfth,  and  thir- 
h  centuries.  The  changes  caused  by  wars,  fires  and  invasions 
from  the  fourteenth  century.  As  regards  the  art  itself,  four 
I   cut  styles  are  visible,  and  they  go  from  the  pre-Romanesque 
z  Mozarabic,  from  the  style  of  Auvergnc  to  that  of  Bur- 
g  ly,  and  on  the  whole  certainly  constitute  the  greater  part  of 
tl  ctual  building  of  the  basilica. 

nong  the  schools  and  ateliers  of  the  Romanesque  epoch, 
:  of  Auvergne  have  characteristics  which  in  style  and  tech- 
e  correspond  to  the  historical  and  geographical  conditions 
d  ie  region.  In  fact,  the  school  of  Auvergne  was  from  its  first 
a  Romanesque    manifestations   most   sensitive    to  Eastern, 
S  :hern  Italian,  Mozarabic  and  Spanish  influences.  The  proofs 
lis  are  still  evident  today.  Among  places  such  as  the  city  of 
1  aide.  Le  Puy-en-Velay,  Clermont-Ferrand,  Saint-Michel- 
1  guilhe,  Notre  Dame-du-Port,  Orcival,  La  Chaise-Dieu. 
[J  ludieu,  Issoire,  Tavant,  and  the  Upper  and  Lower  Loire,  the 
of  Brioude  and  the  basilica  of  Saint-Julien  present  some  of  the 
t  interesting  architectonic  and  urbanistic  structural  designs  of 
pre-Romanesque  and  Romanesque  periods. 
lint-Julien,  besides  being  considered  the  largest  Romanesque 
rch  in  the  Auvergne,  is  the  only  basilica  in  the  province  that 
has  an  ambulatory,  which  runs  round  the  five  radiating 
)els  of  the  apse  and  has  a  wide  stone  bench  decorated  with  large 
I  aing.  This  was  built  to  allow  pilgrims  passing  through 
mde  to  pause  and  rest  on  their  way  to  Saint  James  of  Com- 
j  tella  in  Spain.  Brioude  was  considered  a  shrine  and,  therefore, 
Le  Puy,  Conques,  Moissac  and  other  churches,  basilicas  and 
j  eys,  an  obligatory  stage  in  the  mediaeval  pilgrimages  to 
ttjames  of  Compostclla. 

"he  wall  paintings  of  St.  Michael's  chapel  present  character- 
:s  of  a  later  period,  probably  the  first  quarter  of  the  thirteenth 
tury,  but  in  style  and  inspiration  they  are  clearly  Roman- 
lie.  The  chief  theme  of  the  fresco  is  inspired  by  the  thought  of 
destiny  of  souls.  On  the  vaulted  roof  a  Christ  Pantocrator 
es  his  right  hand  in  blessing  and  places  his  left  hand  on  the 
sed  book  of  the  Last  Judgment.  In  the  spandrels  are  the  sym- 
s  of  the  four  Evangelists,  with  a  cherub  and  a  seraph.  In  the 
ces  between  the  beams  is  a  choir  of  angels.  On  the  rood 


3.  Christ  of  Baiasse,  fourteenth-century,  in  polychromed  wood,  origin- 
ally at  the  Proserie,  Brioude  and  later  at  the  town  hospital. 


screen  is  the  great  composition  on  the  theme  of  Hell.  On  the  left 
is  shown  the  Fall  of  Lucifer.  The  fallen  angel  takes  up  an  import- 
ant part  of  the  painting,  and  one  can  also  see  a  horse's  head  and 
the  body  of  a  man  devoured  by  flames  and  serpents.  To  the  right 
a  black  archway  represents  the  open  door  of  Hell.  It  is  a  great 
double  door,  fortified  by  a  tower,  which  a  Cerberus  is  guarding. 
Two  horribly  grimacing  devils,  half  men  and  half  beasts,  carry 
away  a  soul,  the  naked  body  of  a  woman,  which  one  of  the  devils 
is  clasping  while  his  hand  points  in  the  direction  of  the  tower, 
where  a  flaming  dragon  with  open  jaws  is  rushing  out  of  a  door. 
On  the  outer  walls,  in  the  embrasures  of  the  windows,  is  re- 
presented the  victory  of  virtues  over  vices.  In  the  intrados  arc 
painted  the  four  virtues,  Faith,  Hope,  Peace  and  Humility.  Faith 
and  Hope  arc  trampling  on  the  vices,  piercing  them  with  their 
spears.  Peace  and  Humility,  instead,  are  holding  the  vices  back 
from  an  abyss.  On  the  keystone  of  the  intrados  a  dove  acts  as  the 
axis  of  the  whole  fresco.  At  the  height  of  the  capitals  are  painted 
two  workmen  carrying  a  beam.  On  the  south  wall,  on  either 
side  of  the  central  window,  arc  depicted  four  other  virtues,  but 
only  one  of  these  is  named  by  an  inscription:  Patience.  To  the 
right  and  left  of  the  window-  are  painted  two  men,  the  two  Just 
Men,  dressed  in  royal  robes,  in  the  act  of  receiving  their  crowns 
from  the  hands  of  an  angel.  Near  the  capital  which  bears  the 
arch  of  the  side  aisles  are  painted  three  male  figures,  two  carvers 
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4.  A  wall  painting  before  restoration. 


or  sculptors  and  a  Master  or  architect,  who  bears  in  his  hands  the 
key  of  the  building. 

An  air  of  serene  spirituality  pervades  all  these  figures,  apart 
from  those  in  the  fresco  of  Hell.  The  plasticity  of  the  movement, 
emphasised  by  sober  and  serene  rhythms,  marked  with  a  dignity 
which  recalls  the  Byzantine  models,  is  in  striking  contrast  with 
the  other  fresco  representing  the  scene  of  Hell.  This,  instead,  has 
a  strikingly  dramatic  character,  dominated  by  feelings  of  fear, 
horror,  pain,  and  the  feline,  Medusean,  Satanic  malignity  of  the 
gigantic  devils,  and  the  vices  which  crouch  like  obscene  beasts  at 
their  feet.  The  Psyclwmachia  of  Brioude  is  different  from  others  of 
this  genre.  The  virtues  are  not,  as  is  generally  the  case  at  that  time, 
represented  as  warriors  but  on  the  contrary  as  effeminate  person- 
ages, without  weapons  or  armour.  Their  long  tresses  form  aure- 
oles around  their  heads  and  their  robes  are  like  delicate  floating 
veils;  the  colours  and  perspectives  emphasise  their  look  of  peace 
and  proud  reserve.  It  seems  that  here  the  Brioude  artists  had 
drawn  from  other  sources  their  inspiration  for  the  virtues,  for 
holiness  and  the  vices.  In  fact,  there  is  a  sense  of  compassion  in  the 
attitude  of  the  virtues  to  the  vices.  It  seems  to  suggest  not  so 
much  condemnation  as  the  possible  awareness  of  redemption, 
which  can  save  lost  souls  even  in  their  final  hour.  These  paintings 
have,  therefore,  an  allusive,  metaphysical  and  lyrical  character  in 
which  art  finds  one  of  its  loftiest  expressions. 

The  general  iconography  of  St.  Michael's  chapel  presents  a 


stylisation  which  adds  skill  and  delicacy  to  the  energy  cthei 
figures,  thus  enhancing  the  colour,  rhythm  and  movement  |t)f  i 
composition.  A  study  of  the  forms  enables  us  to  trace  the  hirjAi 
of  the  painters  and  their  subjects,  the  human  and  cultural  [df-l 
ground  of  the  artists  and  their  knowledge,  as  shown  in  thqvay 
they  treated  the  themes  chosen.  In  fact,  the  very  dramatic  fjrmj 
of  the  scenes  in  Hell  are  deliberately  placed  behind  the  Llm 
serenity  of  the  visions  of  Paradise,  like  a  background  onkvo 
levels — one  placed  above  the  other — in  order  to  make  thawo 
states  of  the  soul  stand  out  more  clearly ;  as  if  one  were  in  Imc 
way  part  of  the  other.  The  sombre  tones,  the  black  grounqthc 
brown,  red  or  greenish  reflections,  and  the  lightness  of  tour  is 
certain  strokes  and  curves,  suggest  the  influence  of  an  Eastetfart 
of  Persian  origin.  Other  authorities  have  traced  stylistic  afhlties 
with  ancient  Catalonian  reredos  and  the  Spanish  wall  pairti^ 
of  Leon.  Mozarabic  influences  are  undeniable  in  the  decorton 
and  sculptures  and  in  the  polychromy  of  the  building  and  sllp- 
tures,  as  in  other  Romanesque  buildings  of  the  Velay  proMce. 
which  may  be  seen  in  paintings  or  in  some  decorative  tp\- 
positions. 

The  work  of  restoration,  and  the  stripping  of  layers  of  H 
encaustic  material  and  lime,  which  began  in  1953  andp<. 
resumed  in  1957,  concerns  the  chapel,  properly  so-calledlnd 
more  than  140  square  metres  of  painted  surfaces  on  pilasterind 
walls.  Unfortunately,  some  of  the  paintings  on  the  lower  art 
of  the  pilasters  and  walls  have  been  lost.  But  the  work  alrldv 
accomplished,  restoring  to  light  altogether  about  three  huiMl 
square  metres  of  paintings,  has  given  the  basilica  some  q  in 
original  beauty  once  more. 

The  rearrangement  of  the  organ  loft  which  occupiedme 
gallery,  concealing  the  windows  of  the  high  galleries  ofott 
narthex,  lias  helped  to  tree  other  paintings  and  to  restoraB 
original  architectonic  plan.  Recent  discoveries  have  enabled  111 
state  that,  unlike  the  frescoes  of  the  upper  chapel,  unsuccessjllv 
restored  last  century  with  wax  and  encaustic  work,  withhe 
resultant  sad  deterioration  of  colour,  the  wall  painting  ofhe 
naves  and  adjacent  areas  has  remained  almost  intact  undeits 
layer  of  lime  plaster. 

There  are  six  great  pilasters  in  the  basilica  which  now  disav 
their  ancient  frescoes,  besides  part  of  the  centra!  nave  andhe 
side  aisles,  and  the  chapel  of  St.  Michael  already  referred  to.  he 
last  fragments  were  discovered  on  the  walls  of  the  side  aislesai' 
the  south  side  (first  gallery)  extending  as  far  as  the  upper  gain 
of  St.  Michael's  chapel.  On  either  side  of  the  window  is  paint!  a 
great  figure  of  the  archangel,  with  outstretched  wings  of  a  br.h; 
vermilipn,  shot  with  turtle  dove  grey.  To  the  left  St.  Michi 
seen  full  face,  has  a  purely  Byzantine,  hieratic  look.  He  holcin 
his  hand  the  balance  for  weighing  souls.  The  lower  part  oflw 
painting  is  missing.  One  only  sees  the  head  of  a  devil  anai 
gesture  with  one  hand  brandishing  a  stick  in  an  attempt  to  tippi 
scales  in  his  own  favour.  To  the  right  another  St.  MicH 
crowned,  wearing  a  coat  of  mail,  strikes  downwards  withjiis 
spear.  His  face  has  a  look  of  serene  beauty.  One  can  see  trace 
work  from  the  last  quarter  of  the  twelfth  century.  Beh 
separated  from  the  figures  above  by  a  band  of  strapwork  vp 
the  Greek  key  motif,  are  two  horses  facing  each  other,  one  ;sc 
coloured  and  the  other  a  pale  grey.  They  are  playing  on  aw 
harp.  Above  is  a  wide  band  with  a  black  ground  on  wl.i 
stands  out  a  decoration  with  foliage  of  oak  leaves,  stylised  in 
grey  and  yellow. 

The  decorative  skill  and  the  vivid  colouring  are  example  al 
what  the  ateliers  of  the  region  could  do.  There  remains  the  pr> 
lem  of  distinguishing  the  styles,  and  for  some  very  origal 
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.  tvall  painting  before  restoration. 

ires,  the  sources  from  which  the  painters  drew  their  mspira- 
and  their  subject  matter.  We  may  be  certain  of  the  line  of 
inuitv  which  links  this  art  with  the  Carolingian  pre-Roman- 
e  painting,  which  to  a  certain  extent  is  responsible  for  the 
oes,  as  is  proved  by  the  ancient  motifs :  eagles,  centaurs,  gry- 
is,  geometrical  decorative  patterns,  acanthus  and  oak  leaves, 
1  colour  schemes  in  black,  red,  yellow  and  vermilion.  A  late 
lan  origin  is  followed  by  an  obvious  Byzantine  influence, 
>se  characteristics  are  inspired  by  Asian  models  and  elements 
lozarabic,  Spanish  and  Southern  Italian  art  which  the  inven- 
spirit  of  the  Masters  of  the  Brioude  ateliers  were  able  to 
pt  as  their  own,  and  re-elaborate  in  a  typically  local  style, 
nothcr  interesting  discovery  made  by  Allier  in  November, 
3,  was  that  of  the  mosaic  pavement  in  black  and  white  stone 
id  underneath  the  present  floor  of  the  basilica.  During  the 
:k  of  restoration  of  the  organ  loft  and  the  cleaning  of  the 
sters,  the  bases  of  which  are  covered,  someone  happened  to 
ice  a  composition  in  white  and  black,  representing  a  carpet 
all  stylised  lilies.  Later,  as  the  work  progressed,  there  was 
overcd  a  whole  set  of  symbolic  figures,  some  large  Maltese 
sses  (for  some  time  the  church  belonged  to  the  Order  of  the 
ights  Hospitalers  and  Templars),  some  fishes,  shells  and  sea 
ves,  together  with  other  symbols  from  ancient  Christian 
lography.  The  work  of  restoration  is  still  going  on,  but 
'ady  these  elements  have  enabled  us  to  establish  a  date  in  the 
"teenth  or  the  fourteenth  century,  with  the  necessary  reserves 
il  the  researches  have  been  completed.  On  the  other  hand,  this 


identification  permits  one  to  foresee  further  possible  discoveries, 
such  as  the  finding  of  the  tombof  the  Duke  of  Aquitaine.  The  plan 
of  works  now  being  carried  out  is  under  the  direction  of  M. 
Donzet,  the  principal  architect  of  historic  monuments  in  this 
region,  who  has  been  working  hard  for  many  years  for  the  res- 
toration of  the  basilica.  The  necessary  researches  have  been  made 
bv  M.  Guy  Nicot,  the  architect  of  civic  buildings  and  national 
palaces,  who  has  prepared  the  detailed  plans  for  the  whole  work 
of  restoration  so  as  to  give  a  new  life  to  the  basilica  and  its 
adjacent  buildings,  making  the  most  or  the  technical  and  con- 
structive potentialities  of  the  most  modern  means. 
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Contributed  by  Adrian  Bury 


Marco  Ricci.  Italian  landscape  with  mountains.  46 
X  35  in.  Hal  O'Nians  Gallery. 


Romantic  Ricci 

DURING  the  last  few  years  much  research 
has  gone  into  the  life  and  work  of  Marco 
Ricci,  who  was  born  at  Belluno  in  1680  and  died 
in  Venice  in  1730.  An  artist  of  particular  interest 
to  English  connoisseurs  on  account  of  the  large 
number  of  his  works  in  this  country,  Ricci 
enjoyed  something  of  an  apotheosis  in  the 
splendidly  comprehensive  exhibition  of  his 
paintings,  drawings  and  etchings  held  at  the 
Palazzo  Sturm,  Bassano  in  the  autumn  of  1963. 
It  was  instructive  to  note  how  many  came  from 
English  collections,  public  and  private.  After  his 
diplomatic  mission  to  Italy  Lord  Manchester 
brought  Marco  Ricci  and  Gianantonio  Pellegrini 
to  London,  and  they  were  variously  employed 
as  scene-painters  for  the  theatre  and  as  decorators 
of  great  country  houses,  notably  Castle  Howard. 
There  are  many  Ricci  drawings  and  paintings  at 
Windsor  Castle,  some  done  in  England,  others 
with  the  provenance  of  Consul  Smith  of  Venice. 

Though  Ricci  had  engaging  versatility  and 
could  draw  anything  well  that  interested  him, 
his  salient  quality  is  a  poetic  imagination  for 
romantic  landscape  and  marine  subjects.  In  this 
respect  he  sometimes  touches  hands  with 
Salvator  and  Magnesco,  but  his  own  personality 
dominates  his  influences.  As  Rudolfo  Pallucchini 
wrote  in  the  catalogue  to  the  Bassano  exhibition, 
'Marco  Ricci  attinge  moment!  di  ispirata  poesia, 
tavolta  di  largo  rcspiro'.  I  saw  recently  at  the 
Hal  O'Nians  Gallery  (6  Ryder  Street,  London. 


S.W.i)  a  typical  Ricci  of  a  north  Italian  nj 
scape  with  ruins  and  little  figures  ofhuntsnhir 
the  foreground. 

The  Bcrckheydes 

AMONG  early  topographical  painterswaj 
Gerrit  Berckheyde  (163  8-1 698)  who,  witUiij 
brother  Job,  achieved  fame  for  pictures  of  a-ris 
in  the  second  half  of  the  seventeenth  ceiir. 
They  collaborated  happily,  were  membdci 
the  Guild  of  St.  Luke,  travelled  about  Han I 
and  Germany  and  came  under  the  patronal  I 
the  Elector  Palatine. 

Two  little  pictures  by  Gerrit  (at  the  H1K- 
borough  Galleries,  143  New  Bond  Street,  I 
prove  with  what  a  precious  style  these  aW 
could  render  architectural  features.  Long  rejra- 
ed  vaguely  as  views  of  a  Rhineland  town,H 
have  now  been  identified  by  Dr.  H.  Datteniti: 
Director  of  the  Stadt  Museum,  Miincheii  Ki- 
bach,  as  of  Cologne;  but  capriciously  arraito 
Berckheyde  having  improvised  his  composwr! 
rather  than  made  an  exact  representation]1-! 
instance,  he  has  juxtaposed  two  Coltni 
churches,  St.  Geromc  and  St.  Panteleon  inn< 
picture,  and  St.  Maria  in  Capitole  and  c'-ir 
master's  house  in  the  other  to  make  attra  ■ 
designs.  The  small  figures  in  both  painting! 
rendered  with  precise  realism. 

These  works  which  are  12  x  14I  in.  ch 
came  from  the  collection  of  Lieut.-C0.1e 
William  Stirling  of  Keir.  I  understand  that  c 
will  be  reproduced  in  Professor  Wesenbg 


Gerrit  Berckheyde.  Cologne.  12  >  14 1  in.  Signed 
and  dated  1672.  One  of  a  pair.  Hallsborough 
Gallery. 
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,'ort  ming  book  of*  topographical  subjects  by 
On   nastcrs  of  the  seventeenth  century. 

Abels 

m  E  on  Cologne,  the  recent  catalogue  of 
mcil  s  at  Abels  Gallery  (32  Stadtwaldgiirtel  in 
dp  I  y)  has  a  colour  frontispiece  portrait  of  a 
•jrl  H.  W.  Schlesingcr  (18 14-1893),  a  German 
■  ho  became  a  naturalised  Frenchman  and 
or  ed  at  the  Salon  for  nearly  fifty  years. 
JW  is  an  unmistakably  French  grace  about 
Art  cture  which  is  signed  and  dated  1862. 
Qt)(  works  at  Abels  worthy  of  attention  arc 
rail  nth-century  Dutch,  German  and  French 
tal  pes  and  an  impressive  seapieceby  Maxime 
H  1  recorded  in  Arscnc  Alcxandre*s  book  on 


Paris  as  it  was 

I  JNG  at  several  Paris  scenes  painted  in  the 
half  of  the  nineteenth  century  I  could  not 
1  mder  how  artists  living  today  are  coping, 
,  with  the  uninspiring  'egg-boxes'  known 
1  iern  architecture.  I  might  be  told  that  many 
jtures  of  New  York  skyscrapers  have  been 
j  i,  especially  by  W.  S.  Horton,  who  did  a 
i  of  them,  but  there  is  something  aesthetic 
:  the  New  York  skyscraper  that  seems  to 
he  contemporary  London  species. 
,v  appealing  the  Place  del'Opera appears  in 
'  Gabriel    Gilbert's   picture   at  Messrs. 
nan's  (43a  Duke  Street,  S.W.i).  This 
was  born  a  Parisian  in  1847  and  devoted 
eer  to  his  native  city,  and  there  are  many 
;  by  him  in  the  Hotel  de  Ville.  He  had 
lerable  success,  did  not  escape  the  Legion 
mour  and  won  the  Prix  Bonnat  as  late  as 
Another  French  artist  in  a  similar  mood 
"eorges  Stein,  as  can  be  seen  in  a  peaceful 
in  impression  of  the  Palais  de  Justice,  and  a 
:e  of  L'Eglise  des  Invalides.  Their  tran- 
ry  contrasts    with    Gustave  Madelain's 
irze  Juillet,  1926,  showing  Paris  wildly  en 
vladelain  (1 867-1944)  was  well  known  as  a 
;r  of  quay  subjects  and  exhibited  generally 
Salon  des  Independants. 


Art  and  War 

>SE  of" us  who  have  lived  to  see  two  world 
are  well  aware  that  'patriotism  is  not 
gh'.  On  the  other  hand  the  fashionable  dis- 
)f  this  virtue  and  all  it  has  meant  in  courage 
acrifice  could  lead  to  the  twilight  of  freedom 
ivilisation. 

le  military  prints,  paintings  and  relics  at  the 
er  Gallery  (2  Albemarle  Street,  W.i)  are 
inly  a  reminder  of  the  nation's  history  but  of 
ng  aesthetic  interest.  Since  love,  religion 
Dature  are  themes  for  poetry,  so  also  is  war, 
iome  of  the  finest  a:id  most  enduring  works 
t  throughout  the  ages  are  in  honour  of  the 
age  that  war  inspires. 

le  military  and  naval  prints,  pictures  and 
raits  of  great  commanders  111  battles  long 
arc  fascinating  to  study.  The  one  of  Welling- 
by  Stroehlmg,  dedicated  to  Jane,  countess  of 
rington,  gives  i  s  a  hitherto  unknown  version 
he  victor  of  Waterloo,  and  many  spirited 
trations  bring  this  decisive  battle  before  our 
.  From  the  eighteenth-century  to  the  begin- 


ning ot  the  twentieth,  including  the  first  world 
war,  we  can  read  in  these  works  of  art  and  craft 
Britain's  splendid  story;  and  it  is  remarkable  to 
note  how  the  technique  of  innumerable  artists  is 
consistently  admirable,  and  how  many  of  them 
arc  all  but  forgotten  names.  Who  remembers 
today  the  brilliant  work  of  Frank  Craig,  whose 
illustrations  adorned  The  Graphic  in  the  first 
decade  of  this  century?  There  is  a  wash  drawing 
by  him  of  the  Royal  Army  Medical  Corps,  in 
South  Africa,  dated  1900.  An  oil  painting  by 
Caton  Woodville  of  the  Royal  Horse  Artillery- 
saving  the  guns  at  Mai  wand,  1880  has  tremen- 
dous force  and  movement;  and  with  what  realis- 
tic power  Robert  Gibb  expresses  retrospectively 
the  ordeal  of  Hugomont.  The  'old  timers'  of 
course  had  more  opportunity  for  pictorial 
rhetoric,  either  military  or  naval.  Mechanised 
warfare  does  not  lend  itself  so  effectively  to 
artistic  interpretation. 

The  Parker  Gallery  always  has  a  large  selection 
of  these  heroic  records. 

Creative  Traditionalists 

THE  current  exhibition  of  works  by  Szuszi 
Roboz  at  the  Upper  Grosvenor  Galleries  (19 
Upper  Grosvenor  Street,  W.i),  is  another  aspect 
of  this  gifted  artist's  talent,  for  she  has  concen- 
trated on  some  of  the  dancing  girls  of  the 
Windmill  Theatre  but  lately  closed  after  its  long, 
endearing  record.  Miss  Roboz,  a  pupil  of 
Annigoni,  is  a  worthy  disciple  of  this  Italian 
master. 

Another  artist  whose  work  I  saw  here  recently 
is  Baron  Killi  di  Pauli,  a  Tyrolean  who,  having 
studied  in  Florence  and  Rome,  has  determinedly 
escaped  the  contemporary  idiom.  He  expresses 
a  rare  poetic  instinct  with  profound  technical 
ability.  Like  all  serious  artists  Killi  di  Pauli  has 
gone  to  nature  for  his  inspiration,  and  improvises 
on  the  human  figure,  flowers  and  landscape  with 
an  unforgettable  personal  style.  A  feature  of  his 
work  is  natural  life  under  the  sea.  Owning  a 
villa  on  Ischia  in  the  Bay  of  Naples  he  explores 
the  submarine  world  w  ith  the  aid  of  an  aqua- 
lung. There  is  a  strong  mystical  element  in  his 
vision,  some  of  his  religious  pictures  being  very 
moving  in  their  sincerity.  His  figures  have  a 
classical  integrity,  proving  great  knowledge  of 
the  Renaissance. 

Tissot  and  Manet 

CONTEMPLATING  a  Dejeuner  sur  I'Herbe,  or 
Partie  Carree  to  give  its  true  title,  which  was 
exhibited  at  the  Salon  for  1870,  one  wonders 
whether  it  was  painted  as  a  discreet  and  elegant 
answer  to  Manet's  picture  of  the  same  subject 
which  was  abused  for  indecency  when  shown  at 
the  Salon  des  Refuses  of  1863.  Tissot's  picture  at 
the  Kaplan  Galleries  (6  Duke  Street,  S.W.i)  is  an 
accomplished  reconstruction  of  eighteenth- 
century  mood  and  costume,  the  partie  carree 
drinking  one  another's  health  on  the  bank  of  a 
river.  As  usual  with  this  artist  the  draughtsman- 
ship is  as  impeccable  as  the  colour  is  attractive. 

Other  nineteenth-century  works  at  the  Kaplan 
Gallery  are  by  many  lesser  known  Impression- 
ists— Guillamin,  Picabia  and  Luigini  among 
others,  whose  w-orks  arc  in  increasing  demand  by 
English  collectors. 


H.  W.  Schlesinger.  Portrait  of  a  young  girl.  52 
47  cm.  Signed  and  dated  1862.  Abels,  Cologne. 


Killi  di  Pauli.  St.  George  and  the  Dragon.  Upper 
Grosvenor  Galleries. 
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Part  of  the  exhibition  of  paintings  by  Helen  Frankenthaler  held  in  1964  at  the  Kasmin  Gallery. 


Art  in  the  modern  manner 


ALASTAIR  GCR: 


SIX  months  ago  the  Molton  Gallery  in  South 
Molton  Street  held  an  exhibition  of  some 
thirty  artists  who  show  there  regularly.  It  was 
something  of  a  tribute  to  the  gallery's  founder, 
Mrs.  Stern,  since  it  was  not  in  the  least  dogmatic, 
nor  did  it  advance  any  particular  theory  as  to 
what  modern  art  should  be.  If  there  is  any 
particular  policy  of  the  gallery  it  is  to  exhibit 
only  living  artists,  and  these  range  in  age  from 
elder  statesmen  like  Ossip  Zadkine  to  other 
painters  and  sculptors  still  in  their  twenties — a 
span  of  fifty  years.  There  is  a  distinct  bias  towards 
non-figurative  art,  but  there  is  no  exclusive 
attitude  about  this.  Only  recently  they  held  an 
exhibition  of  Moshc  Maurer,  an  elderly  Russian 
Jew  who  is  a  naif  painter  in  a  primitive  expres- 
sionist style,  and  far  removed  from  sophisticates 
like  Max  Chapman  illustrated  here. 

Since  the  three  galleries  reviewed  here 
specialise  in  non-figurative  art  it  is  best  to  try  and 
separate  and  defme  very  briefly  the  terms  ab- 
stract and  non-representational.  Abstract  for  me 


implies  a  work  of  painting  that  does  not  rely  on 
nature  for  a  departing  point:  it  has  to  be  consid- 
ered quite  apart  from  any  application  to  a 
particular  object.  It  is  separate  from  matter  and 
exists  in  the  mind  only.  Whereas  non-represent- 
ational (or  non-figurative)  is  more  subjective  in 
matter  and  cannot  escape  some  evocation  of 
animal  or  vegetable  life,  or  even  an  emotion 
created  by  either  of  these  material  manifesta- 
tions. Most  of  the  young  contemporaries  who 
show  at  the  Molton  fall  into  this  last  category, 
for  they  are  subjectively  involved  in  the  human 
situation.  They  employ  entirely  non-figurative 
means  at  times,  but,  nevertheless,  there  is  always, 
even  if  it  be  the  merest  flicker  of  suggestiveness 
some  relationship  to  the  figurative.  And  amongst 
the  older  generation  Maurice  Jadot's  mysterious 
and  beautiful  catacombs  are  amongst  the  most 
romantic  constructions  in  modern  sculpture. 
They  can  be  believed  to  be  on  any  scale,  and, 
indeed,  this  is  one  of  the  fascinations  of  non- 
representational  art,  that  the  spectator  can  equal- 


ly see  in  a  work  astronomical  expressions  cth 
universe,  or  microscopic  examination.  I 

A  few  doors  away,  also  in  South  MH 
Street,  the  Gimpel  brothers  have  their  Lolos 
establishment.  For  as  long  as  art-dealing  ( I 
modern  form)  has  existed  the  Gimpels  have:e; 
a  name  in  the  profession.  Nor  is  this  on  onbn 
side  of  the  family,  for  the  present  gencratioar 
nephews  of  the  celebrated  Duveen. 

Gimpel  pere  dealt  in  old  masters  and  al  ii 
his  own  contemporaries — the  Impressiost; 
Gimpel  Fils  also  deal  in  their  contempor  e 
This,  of  course,  required  a  considerable  ch;2t 
They  gave  the  first  post-war  exhibitio  0 
Boudin  in  London,  and  also  the  first  ot  Kaitn 
sky  watercolours  (demonstrably  the  end  oh 
era  in  their  family  history  and  the  beginning! 
new  one).  Since  then  the  Gimpels  have  scei 
some  notable  firsts.  They  pioneered  in  hi 
country  the  works  of  Jackson  Pollock,  rVl 
Rothko,  Franz  Kline  and  Sam  Francis 
America;  Hartung,  de  Stael  and  Soulages  IT 
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Left.  Max  Chapman.  Focus  right,  1964.  48  <  36  in.  Molton  Gallery. 


J  jpe.  Museums  now  clamour  for  the  work  of 
I  e  post-war  classics,  but  at  the  time  the 
onse  was  small.  It  was,  therefore,  remarkably 
■dent  patronage  even  if  at  first  a  commercial 
ire. 

Jowadays  Gimpel  Fils  is  a  gallery  for  esta- 
hed  reputations,  with  a  branch  in  Zurich  (in 
aborarion  with  the  Hanover  Gallery)  and  a 
utahle  name  among  rich  American  collectors, 
s  is  no  resting  on  hard-won  laurels,  for  the 
then  do  not  exclude  new  blood,  although 
y  leave  the  more  avant-garde  experiments  to 
ers. 

f  then,  one  does  not  get  at  this  gallery  a  feel- 
,  of  brash  or  dashing  adventuresomeness,  one 
;s  get  an  acute  and  lively  feeling  of  civilised 
idernism,  intellectually  sound,  emotionally 
tidious  but  warm.  Virtually  all  the  gallery's 
ists  are  non-representational  or  abstract,  and 
hide  some  of  our  most  notable  sculptors,  all  of 
10m  have  international  reputations.  It  would 
invidious  to  describe  any  one  artist  as  typical 
the  gallery's  policy:  what  greater  difference  is 
:re  between  the  elegant  and  deeply  considered 
rmal  statements  of  Barbara  Hep  worth  and  the 
nost  oriental  exuberance  and  flashing  colours 
Alan  Davie?  These,  incidently,  have  both  been 
ajor  prize-winners  at  the  Sao  Paulo  biennale. 
nee  again,  Gimpel  Fils  is  a  gallery  for  living 
tists,  but  they  are  represented  here  by  Peter 
inyon,  who  died  so  tragically  last  year. 
In  one  way  the  Kasmin  Gallery  is  unique.  It 


is  the  only  commercial  gallery  in  London  specifi- 
cally designed  to  exhibit  very  large  paintings. 
The  bareness  of  the  walls  and  ceiling,  their  line 
unbroken  and  beautifully  lit,  have  a  monastic 
austerity  suitable  for  viewing  the  new  and  very 
esoteric  avant-garde.  A  public  that  is  just  getting 
used  to  the  avant-garde  of  the  first  half  of  this 
century  now  finds  itself  confronted  by  work 
requiring  a  great  deal  of  mental  patience.  Formal 
colour  laid  on  flat  without  any  concessions  to 
texture  or  perspective  does  not  seduce  the  senses. 
The  bare  statement,  shorn  of  illusion,  and  un- 
related to  time  or  the  three  dimensional  world 
has  the  attraction  that  it  can  bear  contemplation 
for  ever  with  the  same  kind  of  pure  speculation 
of  a  mathematician  musing  on  the  square  root 
of  minus  one. 

The  Kasmin  is  not  completely  taken  up  with 
'hard  edge'  or  what  are  now  called  'soft  edge' 
painters.  David  Hockney — much  the  best  of  the 
so-called  Pop  artists — exhibits  there:  he  is  in  fact 
more  of  a  social  realist,  presenting  sharp  com- 
ments on  human  behaviour  neatly  packed  in 
invisible  boxes  and  existing  ina  vacuum.  Another 
who  has  exhibited  there  is  John  Latham,  perhaps 
the  first  English  painter  to  turn  to  compositions 
of  objets  trouue.  At  present  Gillian  Ayres  is  show- 
ing there,  one  of  the  select  of  the  younger  English 
abstract  artists  who  is  constantly  developing,  her 
definitions  becoming  more  exacting  and  or- 
ganised as  she  achieves  mastery  of  colour. 

It  is  interesting  to  hear  that  private  collectors 


purchase  from  Kasmin  the  very  large  canvases, 
very  often  Americans  buying  American  art  in 
London.  Not  only  does  the  gallery  thus  affirm 
the  importance  of  the  London  art  market,  but  it 
also  exports  by  arranging  exhibitions  in  America 
for  painters  like  David  Hockney  and  the  sculptor, 
Anthony  Caro. 

From  Turin,  I  have  received  a  catalogue  of  the 
purchases  of  the  last  two  years  by  Italian  mus- 
eums. It  is  illustrated  with  at  least  one  work 
from  each  of  hundreds  of  artists,  and  includes 
Annigoni,  Picasso  and  Kemeny,  showing  a  wide 
and  catholic  buying  policy.  Naturally  it  is  heavily 
weighted  with  contemporary  Italian  artists, 
who  have  not  lost  a  national  genius  for  that 
greatest  of  all  figurative  subjects,  the  female 
nude.  It  can  serve  as  an  interesting  historical 
record  since  in  most  cases  the  prices  paid  for 
the  works  are  indicated. 

Artist-philosophers  can  often  be  heavy-hand- 
ed bores.  No  one  can  say  this  of  Verlon,  an 
Austrian  Jew  whose  wandering  life  in  war-torn 
Europe  results  in  a  terrible  indictment  of  modern 
power  politics.  The  book  is  called  Situation 
Humaine  (distributed  by  Alec  Tiranti  Ltd.,  72 
Charlotte  Street,  London  W.i),  and  the  paint- 
ings show  ordinary  mortals  caught  up  inexor- 
ably by  the  living  threat  of  atomic  annihilation. 
The  galleries:  Molton  Gallery,  44  South  Molton 
Street,  London  W.i.  Gimpel  Fils,  50  South  Molton 
Street,  W.i.  Kasmin  Gallery,  118  New  Bond 
Street,  W.i. 
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Paris  Dispatch 


FROM  GERALD  SCHURR 


A  hundred  African  tribes 

THE  Musee  des  Arts  Decoratifs,  which  has 
had  the  excellent  idea  of  adapting  its 
opening  hours  (i  p.m.-7  p.m.)  to  the  demands  of 
modern  life,  recently  put  on  three  important 
exhibitions.  A  single  important  piece  of  sculp- 
ture per  tribe  forms  the  section  Africa,  a  hun- 
dred tribes,  a  hundred  chefs  d'oeuvre' ;  each  is 
entirely  different  to  the  next,  as  all  are  closely 
linked  to  the  religious  beliefs  which  vary  with 
each  community.  Millions  of  genies  and  demi- 
gods form  the  vast  African  pantheon.  In  spite  of 
their  force  and  strangeness  these  sculptures, 
which  half  a  century  ago  were  considered  mon- 
strous, seem  almost  familiar  to  us  today.  This  is 
because  their  shapes  have  since  then  infiltrated 
insidiously  into  the  West  in  the  works  of  those 
who  discovered  them;  Picasso,  Matisse  and 
Derain  among  others  directly  influenced  by 
negro  art,  conceivec.  he  sharp  rhythms  and  dis- 
torted planes  of  Cubism.  Both  Cubist  and 
expressionist,  negro  sculpture  has  played  a  lead- 
ing role  in  contemporary  vision,  influencing 


painters  even  more  than  sculptors.  The  creative 
force  which  animates  this  sculpture  still  exercises 
a  singularly  magical  power. 

A  hundred  works  of  art 

IN  curious  contrast  to  the  violence  of  this 
barbarian  culture  the  neighbouring  rooms  house 
a  hundred  works  of  art  picked  from  the  50,000 
pieces  in  the  museum's  collections:  a  hundred 
European  or  Oriental  objets  d'art,  which  in  fact 
number  583.  From  the  Gothic  Limoges  reli- 
quaries to  the  1925  chairs  of  Guimard  and 
Ruhlmann,  passing  lacquer  boxes  of  the  eight- 
eenth century,  and  Hispano-mauresque  plates,  a 
whole  history  of  taste  is  laid  out  for  us  in  this 
exhibition.  Its  chronological  arrangement  and 
clarity  arc  praiseworthy,  but  occasionally  it 
seems  out  of  date  in  its  attitude  of 'curio  corner" 
which  makes  us  prefer  the  freer  and  lighter 
arrangements  of  the  new  Louis  XVI,  Empire  and 
Restoration  rooms. 

Fifty  years  of  Collage 

OTHER  rooms  in  the  museum  contain  samples 


from  half  a  century  which  suddenly  assuma 
new  value:  collage.  The  cubists,  to  brinja 
breath  of  reality  to  their  compositions,  and  av  i 
the  dryness  of  intellectualism  had  the  imagi  - 
tion  in  191 2  to  bring  into  their  canvases  asse- 
blages  of  cartons,  newspaper,  tobacco  wrapper  - 
in  short  the  most  humble  tokens  of  every( 
life.  These  'neccssitcs  plastiques'  were  followed  I 
an  esoteric  preoccupation  with  Surrealii 
where  objects  simple  and  familiar  in  themsel  s 
are  assembled  in  an  unexpected  group,  th 
ambiguously  creating  an  atmosphere  of  fanta . 
The  Abstract  artists  towards  1935,  Jean  Arp  a  I 
Magnclli  in  particular,  put  paper  strips  and  to 
rags  together;  and  the  colours  and  matei 
acquired  new  meaning.  Today  the  Neo-Reali 
like  Baj  or  Nevelson  find  in  collage  a  cert; 
poetry  of  the  mass-produced  object;  and  t 
champions  of  Pop  Art  use  the  most  stride 
bits  of  posters  as  if  denouncing  the  indiscn 
incursions  of  publicity  in  our  private  livi 
The  370  works  exhibited,  representing  all  the 
styles  were  hung  this  summer  at  the  museu 
of  St.  Etienne. 
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The  versatile  Picabia 
spirit  of  fun  and  independence  is  embodied, 
;<  and  during  'Dadaism',  in  a  productive 
contradictory  creator,  Francis  Picabia; 
•ssionist,  Fauvc,  Futurist,  Cubist,  Surrealist, 
q  out  and  out  Abstract,  he  was  tempted  by 
i  ideas  in  turn,  and  sometimes  at  the  same 
This  perpetual  defiance  of  formalities,  this 
isibihty  of  'classing'  him,  or  giving  him 
ihel,  has  bewildered  critics  and  amateurs 
onsiderably  harmed  the  memory  of  him. 
fcjeric  Furstenberg  (4  rue  de  Furstcnberg) 
iown  a  complete  cross-section  of  these 
s,  all  of  them  dominated  by  the  fantasy, 
Iclight  in  painting,  and  the  unbelievable 
H  h  of  creation  of  an  artist  with  unbridled 
ir|  mation  who  will  always  be  most  represen- 
ts) -  of  the  "Annces  Folks',  which  were  so  rich 
ir  entric  characters. 


The  School  of  Parma 

MODERN  sensibility  tends  to  attach  more  and 
more  importance  to  the  first  impression,  to  the 
artist's  emotion  in  front  of  his  model,  and  that  is 
perhaps  why  drawing  is  returning  to  favour;  it 
has  almost  more  than  painting  the  throb  of  direct 
contact.  Even  more  particularly  when  it  is  a 
question  of  those  eighteenth-century  Italian 
Masters  called  'Mannerists'  whose  finished  and 
painted  works  arc  a  conventional  source  for 
learned  research  into  attitudes  and  composition. 
The  exhibition  of  a  hundred  drawings  from  the 
School  of  Parma,  at  the  Cabinet  des  Dessins  in 
the  Louvre  show  us  the  painters'  first  strokes,  their 
hesitations,  and  pentimenti.  It  is  from  these  little 
red  chalk  drawings  rather  than  from  the  ceilings 
and  immense  mural  compositions  of  Correggio 
or  Parmigianino  that  one  can  gauge  how  much 
the  School  of  Fontainebleau  owes  them,  which 


in  its  turn  heralds  the  charm  and  elegance  of  the 
eighteenth  century. 

From  sculpture  to  architecture 

TOMORROW  our  towns  ought  to  have  a 
completely  new  face;  despite  the  revolution  in 
techniques  and  materials  too  much  twentieth- 
century  building  is  along  nineteenth-century 
lines.  Some  architects  who  are,  quite  rightly, 
worried  for  the  future  have  called  on  several 
great  contemporary  sculptors  and  from  this 
collaboration  have  emerged  astonishing  projects : 
those  of  Marion  di  Teana,  Andre  Bloc,  Chavign- 
ier  and  Lardera  (this  last  named  among  others  at 
the  Salon  d'Hiver)  are  projects  more  realistic 
than  they  seem. 


ir  left:  Perfume  burner,  in  cloisonne  enamel,  Chinese  sixteenth  century.  Musee  des  Arts  Decoratifs. 
■ft:  Francis  Picabia  (1879-1953).  Woman  with  a  monocle  (1923),  109  X  75  cm.  Galerie  Furstenberg. 


Andre  Bloc.  Projet.  Salon  d'Hiver. 
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The  Connoisseur's  Diary 

Showmanship  at  the  Tower  of  London : 
Check  list  of  Haarlem  painters :  B.A.D.A.  reshuffle 


THE  Tower  of  London  Armouries  have 
been  one  of  the  showplaces  of  London 
since  the  late  sixteenth  century,  though  until 
comparatively  recently  their  main  role  has 
always  been  that  of  an  arsenal  where  arms 
designed  for  current  use  were  made  and  stored. 
A  separate  display  of  historical  arms  and  armour 
was  first  set  up  after  the  Restoration,  when  the 
residue  of  the  old  Court  armoury  from  Green- 
wich Palace  was  brought  to  the  Tower,  but  the 
arrangement  was  that  of  a  cheap  waxworks 
where  the  visitor  was  presented  with  a  vulgar- 
ised— not  to  say  vulgar — version  of  English 
history  probably  never  equalled  even  by  Holly- 
wood at  its  worst. 

'Obsolete  Stores' 

First  serious  attempt  to  show  the  collection  in 
a  worthy  manner  was  made  by  Samuel  Mey- 
rick  in  1826.  But  no  means  existed  of  ensuring 
that  the  enormous  improvements  he  effected 
were  maintained,  chiefly  because  of  the  Armour- 
ies' curious  official  status  as  the  'obsolete  stores' 
section  of  an  arsenal.  Not  until  1895,  when 
Viscount  Dillon  was  appointed  the  first  Curator 
of  the  Armouries,  was  it  officially  recognised 
that  the  collection  was  important  enough  to 
need  the  direct  supervision  of  an  expert  in  the 
field  of  arms  and  armour.  Even  then  the  support 
that  Dillon  and  his  successor,  C.  J.  ffoulkes, 
received  was  of  the  meagrest.  Incredible  though 
it  may  seem  this  great  national  museum,  with  a 
larger  annual  number  of  visitors  than  any  other 
and  the  only  one  to  charge  for  admission,  had  no 
permanent  technical  or  office  staff  and  no  pur- 
chase-fund until  immediately  after  the  last  war. 
That  it  now  has  these  things  is  entirely  due  to 
the  efforts  of  the  late  Sir  James  Mann,  who  suc- 
ceeded ffoulkes  as  Master  of  the  Armouries  in 
I039-  To  him  alone  must  go  the  credit  for  con- 
verting the  Armouries  from  a  Gothic  curiosity 
into  an  active  modern  museum. 

The  re-opening  of  the  recently-restored  room 
known  as  the  Horse  Armoury  on  the  top  floor  of 
the  White  Tower  marks  the  beginning  of  yet 
another  important  phase  in  the  history  of  the 
Armouries.  The  new  Master,  Mr.  A.  R.  Dufty, 
has  realised  that  the  most  valuable  pieces  111  the 
collection  are  those  from  the  old  royal  armoury 
and  he  has  therefore  allotted  the  whole  of  the 
new  gallery  to  them.  He  has,  at  the  same  time, 
taken  the  opportunity  to  reorganise  the  display 
completely :  armours  have  been  set  up  on  better 
figures  and  all,  instead  of  only  some,  are  now 
protected  by  cases;  weapons  and  shields  are 
shown  with  striking  effect  mounted  on  sheets  of 
perspex;  and,  perhaps  most  impressive  of  all, 
nearly  all  the  cases  have  been  equipped  with 
individual  lighting.  This  last  brings  out  the 


splendid  sculptural  qualities  of  the  armours  as 
never  before  and  the  effect  in  the  darkened 
gallery  is  quite  magical. 

New  Attributions 

Preparatory  work  for  the  new  display  resulted 
in  a  number  of  interesting  discoveries.  Among 
these  are  the  presence,  hitherto  unsuspected,  of 
the  date  1540  on  Henry  VIII's  large  etched 
Greenwich  armour,  and  of  elaborate  Renaissance 
decoration  on  the  famous  'gonne  shields'. 
Regular  visitors  to  the  Armouries  will  also 
notice  a  number  of  new  attributions.  The 
Greenwich  close-helmet,  arms  and  legs  long 
associated  with  the  armour  of  Sir  John  Smythe 
have  been  mounted  separately  and  tentatively- 
ascribed  to  Sir  Christopher  Hatton.  Henry 


Personal  armour  of  King  Henry  VIII,  made  by 
Italian  armourers  probably  working  at  Green- 
wich about  1515.  The  tonlet  (skirt)  gave  pro- 
tection for  the  man-to-man  foot  combat  in  the 
lists.  See  first  story  at  left  above. 


VIII's  silvered  and  engraved  armour,  Le 
thought  to  be  the  one  made  by  Conrad  Sl 
hofer  and  presented  to  the  king  by  MaximiD.  I 
is  now  attributed  to  either  the  Milaneior 
Brussels  armourers  who  came  to  work  at  G 
wich  in  1 5 1 1 ,  while  the  grotesque  helmet  itn 
ram's  horns,  for  many  years  called  the  helm  of 
Henry  VIII's  jester,  is  shown  to  be  the  onl 
viving  portion  of  the  Emperor's  gift. 

Mr.  Dufty's  new  gallery  augurs  well  folhi 
future  of  the  Armouries  while  they  are  undiW 
care.  The  results  of  his  promised  rearrangeil-nr 
of  the  remainder  of  the  collection,  in  collat  d- 
tion  with  Mr.  William  Reid,  the  Assimt 
Keeper,  and  Mr.  H.  R.  Robinson,  the  Seor 
Research  Assistant,  will  be  awaited  with  cold- 
erable  interest. 

Bonington 

NOTTINGHAM   Castle   Museum  and  .: 
Gallery,  in  conjunction  with  the  Arts  Couin 
Great  Britain  is  organising  a  comprehei  \ 
exhibition  of  the  works  of  Richard  Pi  1 
Bonington  to  be  held  at  Nottingham  from  Pn\ 
10  to  May  22,  and  subsequently  at  the  I 
Museum,  Norwich,  from  May  29  to  Juix 
and  further  at  the  Southampton  Art  Gat 
from  June  26  to  July  17. 

The  Director  of  the  Nottingham  City  K I 
cum  (The  Castle,  Nottingham)  will  be  — 
pleased  to  hear  from  owners  of  paintings,  dip- 
ings  or  letters  by  the  artist.  Photographs 
details  of  provenance  will  be  much  apprecia 
The  authorities  at  Nottingham  are  partial!!' 
interested  in  locating  some  of  the  many 
works. 

Painters  of  Haarlem 

THEME  of  an  exhibition  to  open  at  the  Al  i- 
town  Art  Museum,  Pennsylvania,  on  April  i 
'Painters  of  Haarlem,  1 590-1790'.  In  the  abst  C 
of  comprehensive  catalogues  of  public  and  p  - 
ate  collections  in  the  United  States,  informal^ 
is  being  widely  sought  by  the  Director  ot  I 
Museum  for  sources  of  loans  for  this  imporut 
exhibition.  The  latter  will  include  those  pain  3 
of  Haarlem  who  cither  trained  or  workecn 
that  city  during  a  substantial  portion  ot  tl 
careers.  The  Allentown  Art  Museum  intend  0 
publish  a  fully  illustrated  catalogue  of  the  w  ( 
displayed,  in  the  hope  of  adding  significantly 
the  existing  literature  on  the  School  of  Haarln, 
at  least  as  represented  in  America.  Requests  J 
the  check  list  of  the  60-some  artists  of  Haarln 
of  the  sixteenth,  seventeenth  and  eightce 
centuries  who  are  to  be  included  in  the  exh  - 
tion  should  be  addressed  to  Richard  Him, 
Director,  Allentown  Art  Museum,  Fifth  & 
Court  Streets,  Allentown,  Pennsylvania. 


120 


Mg  Described  as  'what  will  be  one  of  the 
m,  .eautiful  galleries  in  America'  is  the  new 
„,il  which  internationally-known  Denverart 
jet  Lemon  Saks  will  open  on  East  2nd  Avenue 
S  ■  city's  Cherry  Creek  area.  This  is 
\,  gian-born  architect  Orrie  Holman's 
fa  for  it.  The  $250,000  marble-front  gallery 
wi  vhen  it  opens  next  September,  specialise 
1,1  itings  and  sculpture  from  internationally- 
rc,  used  artists,  including  a  few  selected  local 


.  Premier  showing  will  feature  paintings 
noir,  Dufy,  Buffet  and  Grandma  Moses; 
ure  by  Rodin,  Daumier  and  Britton. 


Exhibition  in  New  York: 
h  Master  Drawings  of  the  20th  Century 

•LLECTION  of  outstanding  watercolours, 
ngs  and  pastels  are  now  showing  for  the 
ime  in  America  at  the  gallery  of  Lucicn 
ichmidt,  1 125  Madison  Avenue.  The 
ition,  'French  Master  Drawings  of  the 
Century'  includes  works  by  Bonnard, 
,  Picasso,  Leger,  Villon  and  other  artists, 
ly  of  the  first  half  of  this  century.  Mr. 
Schmidt's  criterion  in  collecting  the  group 
hat  all  the  drawings  be  characteristic  state- 
n  s of the  artist's  personality. 

■nnard  is  represented  by  one  of  his  evocative 
iors  and  two  studies  of  nudes.  The  drawings 
laoul  Dufy  show  two  typical  scenes:  a 
ta  on  the  Mediterranean  and  a  spirited  view 
lallroom  scene.  There  is  a  lively  drawing  of 
Dejeuner'  series  by  Picasso.  Of  particular 
est  is  a  powerful  drawing  of  one  of  the  key 
les  of  Leger's  oeuvre,  the  Belles  Cyclistcs, 
1  the  collection  of  Louis  Carre.  Jacques 
>n  is  present  in  his  study  of  a  cubist  race 
e  which  belongs  to  the  same  series  as  those 
e  Yale  University  Museum.  Another  draw- 
w  Villon,  dated  1907,  marks  the  moment  of 
ransition  from  the  representational  forms  of 
arly  work.  There  is  a  sensitive  rendering  of  a 
tig  man  playing  the  flute  by  La  Fresnaye, 
>se  drawings  are  rare  and  few  in  number. 
-Xavier  Roussel,  one  of  the  post-impression- 
is  seen  in  two  intimately  conceived  and 
mrful  pastels.  Two  fine  drawings  of  Marquct 
le  from  the  Joachim  Gasquet  collection, 
npleting  the  show  are  three  striking  studies 
!  mdes  by  Marcel  Gromaire,  who  had  a  retro- 
:tive  exhibition  at  the  Musee  d'Art  Modernc 
'aris  last  year. 

Pair  of  Versailles  Commodes 

IE  pair  of  Louis  XVI  commodes,  by  Adam 
:isweiler,  illustrated  on  pages  XXVIII  & 
ax  ,  are  of  unusual  interest,  one  being  stencil- 
with  the  chateau  mark  of  Versailles.  Both  are 
leered  with  finely  figured  panels  of  thuya  with- 
nahoganyand  yew-wood  framing.  They  were 
ginally  in  the  collection  of  Lord  Rosebcrry, 
i  when  offered  at  auction  recently  the  under- 
lder  was  a  French  Government  representative 
:ing  for  Versailles. 

Both  doors  are  centred  by  ormolu  appliques, 
e  featuring  maidens  with  a  cupid  holding  a 
isk,  the  other  with  lovers  consulting  the 
racle.  As  can  be  seen,  the  outer  mouldings  of 


the  doors  arc  of  finely  chiselled  ormolu  in  a 
'criss-cross'  pattern  outlined  with  moulding. 

The  crossed  V  mark  of  Versailles  has  often 
been  taken  for  a  W  and  wrongly  identified  as 
the  Widcville  chateau  mark.  The  correct 
identification  and  an  illustration  is  given  by 
Pierre  Verlet  in  French  Royal  Furniture  (fig.  IX 
and  p.  190).  A  similar  commode,  without 
appliques,  by  Weisweilcr  is  in  the  Metropolitan 
Museum,  and  is  illustrated  (plate  XXIII,  figure 
2)  in  Les  Meubles  Francois  de  XVIIIe  Siecle. 

Adam  Weisweiler  was  born  in  Neuwied  on 
the  Rhine  about  1750  and  studied  under  David 
Roentgen.  He  moved  to  Paris  before  1777  and 
was  received  Master  in  1778.  At  that  time  he  was 
already  noted  for  the  elegance  of  his  furniture. 
He  worked  much  for  the  marchand-mercier 
Daguerre  and  supplied  many  pieces  for  Saint- 
Cloud.  From  the  style  (style  etrusque)  of  these 
commodes  it  is  probable  that  they  were  among 
the  last  pieces  supplied  to  Versailles  before  the 
Revolution.  While  some  motifs  are  in  early 
Louis  XVI  taste,  others,  especially  the  applique 
groups  attributed  to  Thomire,  already  anticipate 
the  Empire  style.  Weisweiler  much  favoured  the 
use  of  thuyawood  in  his  later  work  and  also  the 
use  of  figure  medallions  and  inset  columns. 

This  pair  of  commodes  are  in  the  possession 
of  Messrs.  Godfrey  Bonsack,  Ltd.,  of  Mount 
Street,  London,  the  well-known  interior 
decorators  who  show  in  their  antiques  salon  and 
boutique  fine  antique  furniture  in  addition  to 
items  which  make  the  home  beautiful.  They  have 
helped  Mr.  and  Mrs.  Farrow  (see  pages  72-80) 
to  form  their  fine  collection.  Amongst  others 
they  have  assisted  arc  the  Hon.  Gavin  Astor  at 
Hevcr  Castle  and  Sir  Isaac  Wolfson. 

Image  of  the  B.A.D.A. 

A  NOTICEABLY  new  spirit  is  already  abroad 
in  the  British  Antique  Dealers'  Association,  and 
it  is  now  considered  desirable  that  members 
should  display  one  of  the  Association's  new 
'Condition  of  Membership'  notices  in  the  win- 
dow of  their  establishments. 

The  events  which  led  up  to  the  recent  disturb- 
ances within  the  Association  are  referred  to 
elsewhere  in  this  number  (p.  126).  On  this  page 
Connoisseur  pays  tribute  to  the  admirable  work 


recently  carried  out  by  Commander  Hugh 
Agnew,  the  Association's  new  President,  and  by 
his  close  associates.  They  are  clearly  determined 
to  restore  order,  and  are  seen  to  be  doing  so,  in 
what  is  unquestionably  the  best  and  most 
powerful  association  of  antique  and  fine  art 
dealers  in  the  world. 

'But  nobody',  says  Commander  Agnew, 
'should  forget  the  fine  work,  especially  on  the 
benevolent  side  of  the  Association,  which  former 
members  of  the  Council  have  carried  out  over 
the  years.'  Two  noteworthy  art  events  illustrate 
this:  the  splendid  C.I.N.O.A.  Exhibition  held  at 
the  Victoria  and  Albert  Museum  in  1962  and  the 
Art  Treasures  Exhibition  held  in  Bath  in  1958. 
Both  were  outstanding  organisational  successes 
for  the  B.A.D.A.  One  typical  example  can  be 
given  of  the  benevolent  work  of  the  Association. 
A  monetary  grant  in  aid  was  recently  made  to 
the  widow  of  a  Swiss  art  dealer,  although  the 
latter  had  never  been  a  member  of  the  Associa- 
tion. Nor  should  one  forget  the  recent  occasion 
when  an  early  Italian  painting  was  offered  for 
sale  by  a  Mother  Superior  to  a  London  picture 
dealer — for  £100.  He  directed  her  to  Sotheby's, 
who  secured  £12,500  for  it. 

Now,  in  order  to  facilitate  the  streamlining  of 
Commander  Agncw's  and  the  Association's 
work,  the  new  executive  committee  comprises 
the  following  names:  Mr.  Denys  C.  B.  Wrey 
and  Mr.  C-L.  de  Beaumont,  vice-presidents; 
Mr.  Norman  R.  Adams,  treasurer;  and  Mr. 
Roger  R.  Bluett  and  Mr.  Richard  N.  Kingzett. 

In  addition  the  following  have  been  appointed 
to  serve  on  the  new  Council:  Mr.  John  R.  Abbey 
(Walter  H.  Wilson,  London);  Mr.  Francis  L. 
Egcrton  (Mallett  &  Son  (Antiques)  Ltd., 
London) ;  Mr.  John  Curphey  (John  Curphey, 
London);  Mr.  Eric  Hodges  (Garrard  and  Co. 
Ltd.,  London);  Mr.  Hugh  Lcggatt  (Leggatt 
Brothers,  London);  Mr.  George  J.  Levy  (H. 
Blairman  &  Sons  Ltd.,  London) ;  Mr.  Geoffrey 
Moss  (Sydney  L.  Moss  Ltd.,  London);  Mr.  John 
A.  Partridge  (Frank  Partridge  &;  Sons,  Ltd., 
London);  Mr.  A.  Kenneth  Snowman  (C.  &  H. 
Wartski,  Ltd.,  London);  Mr.  Sidney  F.  Sabin 
(Sabin  Galleries,  London) ;  Mr.  Philip  J.  Spink 
(Spink  &  Son,  Ltd.,  London);  and  Mr.  Robert 
I.  Williams  (Winifred  Williams,  Eastbourne). 

Continued  on  page  142 
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Carl  C.  Dauterman  and  the  Kress  Collection 


DECORATIVE  ART  FROM  THE 
SAMUEL  H.  KRESS  COLLECTION  AT 
THE  METROPOLITAN  MUSEUM  OF 
ART:  By  Carl  Christian  Dauterman,  James 
Parker  and  Edith  Appleton  Standcn.  (London: 
Phaidon  Press.  £5.) 

IN  the  last  half  century  an  incalculable  quan- 
tity of  pictures,  sculpture,  furniture,  tapestries 
and  works  of  art  of  every  kind  have  gone  from 
England  across  the  Atlantic — to  say  nothing  of 
what  European  countries  have  obtained.  Many 
should  never  have  been  allowed  to  go — the 
Export  Licensing  Reviewing  Committee  fails  to 
provide  sufficient  protection — while  a  much 
larger  proportion  may  fairly  be  considered 
expendable,  its  components  being  adequately 
represented  in  Britain's  national  or  provincial 
public  collections.  A  third  category,  far  more 
numerous  than  the  other  two  of  objets  d'art 
(optimistically  so  called),  which  we  can  readily 
dispense  with,  has  also  been  exported;  and  will 
continue  to  be  for  some  time  yet  until  the  vast 
supplies  are  exhausted. 

The  collection  of  works  of  art  given  by  the 
Kress  Foundation  in  1958  to  the  Metropolitan 
Museum,  to  which  this  sumptuous  catalogue  is 
devoted,  may  be  said  to  fall  into  the  first  two 
categories.  The  Tapestry  Room  from  Croome 
Court,  Worcestershire,  now  reconstituted  in  the 
Metropolitan,  was  as  a  complete  entity  a  deplor- 
able loss,  though  unavoidable  as  the  Tentures  de 
Boucher  tapestries  of  the  Four  Elements  woven 
at  the  Gobelins,  and  the  furniture  of  the  room, 
were  sold  by  the  9th  Earl  of  Coventry  early  in 
the  century,  long  before  export  control  existed 
in  theory. 

Though  in  splendid  state,  the  earliest  of  the 
famous  Boucher-Neilsen  sets,  and  particularly 
attractive  on  account  of  the  ground,  imitating 
damask  in  two  shades  of  red,  against  which  the 
medallions  are  relieved,  there  are  other  sets  at 
Newby  Hall,  Yorkshire,  and  at  Osterley  Park, 
Middlesex  (the  latter  inalienable  as  belonging  to 
the  Victoria  and  Albert  Museum).  But  it  is  the 
furniture  supplied  by  Ince  and  Mayhew, 
apparently  to  their  own  designs,  that  should 
certainly  have  remained  in  Britain.  There  are 
two  settees  and  six  arm  chairs  covered  with 
Gobelin  floral  tapestry  of  the  same  ground 
colour  as  the  hangings,  and  a  mirror  en  suite 
made  in  1769.  These  pieces  arc  in  neo- classic 
style,  the  frames  being  carved  with  husks :  design 
and  craftsmanship  proclaim  their  English  origin 
at  a  glance.  The  inlaid  marble  top  of  a  sidetable 
also  dates  from  that  year,  but  the  frame  was 
apparently  supplied  in  1794.  All  the  furniture  is 
carved  and  gilt,  original  in  design,  of  very  high 
quality,  and  with  the  exceptions  of  a  large  set  of 
mahogany  chairs  made  (1792)  for  the  Westmin- 


ster Fire  Office  and  a  pair  of  inlaid  commodes  in 
the  possession  of  the  Croome  Estate  Trust,  the 
contents  of  the  Tapestry  Room  is  the  only  furni- 
ture by  Ince  and  Mayhew  which  has  been 
authenticated  by  bills. 

Subsequent  to  the  sale  by  the  9th  Earl  of  the 
tapestry-covered  furniture,  a  dealer  in  Paris  who 
acquired  it  removed  the  covers  and  put  them  on 
modern  frames  of  Louis  XV  design.  They  were 
on  these  frames  when,  in  1958,  the  set  was  given 
to  the  Museum.  In  the  following  year  the  origi- 
nal frames  were  discovered  in  a  Paris  warehouse, 
and  the  tapestry,  having  been  purchased  by  the 
Kress  Foundation,  was  replaced  on  them  before 
the  room  was  opened  to  the  public — truly  a 
memorable  discovery  and  restitution. 

The  Museum  also  acquired,  through  the  lavish 
generosity  of  the  Kress  Foundation,  some  highly 
remarkable  French  Louis  XV  and  XVI  furniture 
— sets  of  upholstered  carved  and  gilt  chairs, 
cabinets,  secretaries,  writing  tables,  inlaid  or 
mounted  with  Sevres  plaques  and  ormolu.  Most 
of  these  pieces  came  from  the  celebrated  Hilling- 
don  Collection,  as  did  the  Sevres  vases  and  urns, 
so  eloquent  of  French  taste  in  the  age  of  the 
Pompadour,  and  the  clocks  fairly  smothered  in 
fine  ormolu.  The  vase  torchere  a  tetes  d'iUphant, 
singled  out  for  illustration  by  a  colour  plate, 
despite  its  value  and  rarity  is  likely  to  be  ad- 
mired only  by  perfervid  enthusiasts  for  Sevres. 

The  text  is  by  officials  of  the  Museum — 
learned,  exhaustive  and  certainly  nicely  calcu- 
lated to  exhaust,  at  least  by  parts  of  it,  all  but  the 
most  ardent  and  pertinacious  students.  The 
authors  have  provided  valuable  essays  on  the 
Croome  Court  Room,  the  French  Marchands 
Merciers  and  furniture  with  porcelain  plaques, 
Sevres  porcelain,  with  analyses  of  artists'  styles 
(the  cupids'  bouquets  and  other  pretty  frivolities 
are  hardly  perhaps  deserving  of  such  laborious 
research),  and  knotted  pile  carpets,,  which  is  a 
historical  introduction  to  the  wonderful  Savon- 
nerie  carpet  made  early  in  his  reign  for  Louis  XIV. 

The  Catalogue  is  described  as  'definitive'  and 
without  any  exaggeration  it  certainly  is.  Ameri- 
can scholars  still  hold  the  view,  long  since  re- 
nounced in  England,  that  however  good  the  re- 
productions (and  here  both  the  photographs  and 
colour  plates  are  conspicuously  good)  every 
detail  of  pieces  of  furniture  and  other  objects 
should  inch  by  inch  be  methodically  described. 
Unless  their  total  destruction  at  some  future  date 
is  contemplated  it  is  hard  to  understand  what 
purpose  can  be  served.  Such  minute  descriptions 
impose  a  severe  tax  on  students'  power  of  appli- 
cation, though  they  might  be  of  substantial  ser- 
vice to  the  skilful  copyist. 

This  is  a  volume  for  specialists,  but  in  view  of 
the  high  standard  of  production  it  must  be  con- 
sidered moderately  priced. — Ralph  Edwards. 


GIOVANNI  BELLINI'S  ST.  FRANCI  (N 
THE  FRICK  COLLECTION:  By  M 

Meiss.  (Princeton  University  Press.  Lon|»i 
Oxford  University  Press,  pp.  50,  2  cole. 

plates,  63  figures.  68s.  net.) 

THE  subject  of  this  attractive  and  stimu^ 
essay  is  a  painting  by  Giovanni  Bellini  wch 
shows  St.  Francis,  hands  outspread  and  ma  co 
with  the  stigmata,  standing  on  a  broad  nun- 
tain  ledge  beneath  a  great  cliff  of  rocks.  Be  id 
him  is  a  vast  cave,  and  in  front  of  the  cave  a 
desk  on  which  are  a  book  and  a  skull — emb  n\ 
of  contemplation.  In  the  left  background  ri  a 
hilly  landscape  with  a  town;  before  this  a 
narrow  plain  on  which  a  shepherd  watch]  a 
flock  of  sheep.  The  area  of  the  picture  neadt 
Francis  is  peopled  by  three  animals — an  aj  a 
bittern,  and  a  rabbit — the  last  two  symbobt 
the  saint's  retirement  from  the  world  of  men 

Professor  Meiss  opens  his  discussion  ofu 
picture — of  which  he  nowhere  states  the  medi  1 
condition  or  size — by  considering  its  rei 
critical  history.  He  remarks,  quite  justly,  thatae 
extraordinary  beauty  of  its  scenery  has  supps- 
sed  all  consideration  of  its  religious  cont  t. 
Berenson,  for  example,  held  that  both  the  a)st 
and  his  patron  must  have  understood  the  picte 
as  pure  landscape.  After  discussing  the  condi- 
tion and  technique  of  the  picture,  therefore,  d 
dating  it  tentatively  in  the  seventies  or  eay 
eighties,  he  addresses  himself  to  the  problen  n 
its  iconography.  Docs  the  picture  represent  ( 
Stigmatisation  of  St.  Francis,  or  St.  Frais 
immediately  after  the  Stigmatisation,  or  simnf 
St.  Francis  'in  the  desert',  that  is  on  the  mounin 
of  La  Verna  ?  Professor  Meiss  is  inclined  to  th  k 
that  the  last  two  explanations  are  improbah 
for  there  are  no  other  known  quattrocc 
paintings  of  these  subjects.  He  argues  strom. 
that  the  painting  represents  the  Stigmatisatiort 
St.  Francis,  even  though  Brother  Leo,  the  cha  I 
and  most  important  of  all  the  seraph  are  it 
shown.  The  lynch-pin  of  his  position  is  that  : 
interest  of  quattrocento  painters  in  light  stin  - 
latcd  the  formation  of  a  new  iconography.  Th 
the  light  which  floods  into  the  picture  in  not  1 
earthly  but  a  celestial  light,  and  it  is  by  t> 
celestial  light,  and  not  by  any  corporeal  manif- 
tation  that  Bellini  has  indicated  the  presence 
the  divine.  As  a  result  of  this  revolution; 
innovation  the  interest  of  the  picture  is  cona 
trated  on  the  saint's  spiritual  experience,  a 
Bellini  has  anticipated  the  achievements 
baroque  painters. 

There  is  not  space  to  do  justice  to  the  learn 
and  ingenious  arguments  by  which  Profess 
Meiss  supports  this  thesis.  He  himself  disclau 
any  attempt  to  put  it  forward  as  a  final  solutic 
and  so  leaves  us  the  right  to  doubt,  wh 
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T  !  of  the  many  fine  illustrations  from  The  Art  and  Artists  of  Russia,  by  Richard  Hare,  just  published  by  Methuen,  London  (£5  10s.)  Left  to  right. 

G  plate  of  Tsar  Alexei  Mikhailovich,  painted  in  coloured  enamel  with  bold  design  featuring  fruit  and  birds  and  the  coats  of  arms  of  the  subject 

tt  orics,  whose  names  are  inscribed  round  the  border.  The  inscription  round  the  centre  describes  the  Tsar  as  'Autocrat  of  all  Great,  Little  and 

V  e  Russia'.  Mid-seventeenth  century;  Portrait  of  Princess  Baratinsky,  by  the  architect  and  watercolourist  Alexander  Brylov.  First  quarter  of  the 
n  eenth  century;  silver-gilt  and  jewelled  chalice,  inset  with  coloured  enamel  plaques  of  sacred  figures.  Eighteenth  century.  From  the  collection  of 

V  Merriweather  Post,  Washington,  D.C. 


a  iring  his  persuasive  eloquence.  One  point  he 
c  not  take  up.  The  picture  is  presumed  to  be 
t  same  as  a  picture  described  in  1525  by 
fj  cantonio  Michicl  in  the  house  of  Taddeo 
1'  tarini  in  Venice:  La  tarda  del  S.  Francesco 
1  leserto  fu  opera  de  Zuan  Bellino  cominciato  da 
I  1  M.  Zuan  Michiel  e  ha  tin  paese  propinqno 
J  »  e  ricercato  mirabilmente .  Why  'cominciato', 
1  daily  as  the  paese  is  ricercato  e  finito?  Was  the 
■  jre  finished  for  someone  else  than  Giovanni 
hielf   Professor   Meiss   certainly  assumes 
>ughout  that  it  was  painted  for  him.  Is  it  then 
iiished  in  some  way? — R.  W.  Lightbown. 

CYCLOPAEDIA  OF  BRITISH  POT- 
ERY   AND    PORCELAIN  MARKS: 

iy  Geoffrey  A.  Godden,  F.R.S.A.  (London: 
lerbert  Jenkins.  £6  6s.) 

I.  GEOFFREY  GODDEN  is  fast  becom- 
a  candidate  for  an  adjective  not  always 
oily  complimentary   when  applied   by  a 
iewer — indefatigable.  In  the  last  few  years  he 
produced  works  on  Victorian  porcelain, 
tish  Pottery  and  Porcelain,  '780-1850,  and 
at  this  mammoth  Encyclopaedia  of  British 
rks,  with  the  promise  of  an  equally  enormous 
ume  to  follow — an  illustrated  encyclopaedia 
marked  specimens  of  British  Pottery  and 
rcelain.  In  addition,  he  runs  a  fine  art  business, 
ites  numerous  articles,  and  operates  a  mark 
earch  and  dating  service.  But  Mr.  Godden  is 
dilettante.  His  book  on  Victorian  porcelain 
is  a  pioneer  enterprise  and  a  standard  work. 
tish  Pottery  and  Porcelain,  ij8o-i8}0  was  a 
!  licious  anthology,  an  horsd'oeuvre  for  the  more 
3stantial  works  to  come. 

The  Encyclopaedia  of  British  Pottery  and  Porcelain 


Marks  does  not — to  use  another  cliche  of  review- 
ing— 'fulfil  a  long-felt  need'.  It  does  not  come  as 
a  bolt  out  of  the  blue,  a  sudden  staggering 
revelation  of  facts  hitherto  undreamt  of.  It  is 
merely  the  most  efficient,  comprehensive,  and 
well-arranged  collection  of  English  ceramic 
marks  yet  published.  Chaffers's  Marks  and  Mono- 
grams, first  published  in  1863,  will  continue  to  be 
read;  in  the  same  way  that  Mrs.  Beeton  is  still 
read  although  superseded  by  more  practical 
cookery  books,  or  that  Izaak  Walton  is  still 
devoured  by  anglers  in  preference  to  the  latest 
and  most  compendious  book  on  fishing.  These 
are  the  immortal  primers,  and  nothing  will 
displace  them.  Their  very  mistakes  are  part  of 
their  charm. 

Mr.  Godden's  Encyclopaedia  exceeds,  by 
nearly  three  thousand,  the  number  of  marks  to 
be  found  in  any  comparable  work  of  reference. 
The  bulk  of  the  book  consists  of  an  alphabetical 
list  of  potters.  In  each  case  a  pocket  history  of  the 
factory  is  given,  and  books  and  articles  for 
further  reference  are  suggested.  Taking  a  good 
example  not  quite  at  random,  the  reader  inter- 
ested in  Robert  Garner  (1733-89)  is  referred  to  a 
paper  read  to  the  English  Ceramic  Circle  by 
Mr.  R.  J.  Charleston,  the  subject  being  Jean 
Voyez,  on  some  of  whose  jugs  the  initials  R.G. 
appear. 

The  marks  themselves  are  set  out  in  chrono- 
logical order.  There  is  also  an  index  of  signs  and 
devices  which  enable  the  reader  to  trace  the 
provenance  of  a  piece  marked  with  (say)  an 
anchor,  a  crown,  or  a  sphinx.  The  marks  of 
modem  studio  potters  are  included,  many  of 
them  for  the  first  time  in  any  book  of  reference. 
The  studio  potters  have  given  Mr.  Godden 
information  about  themselves;  for  facts  about 


past  manufacturers,  he  has  consulted  a  wide 
range  of  original  documents,  including  the 
material,  now  in  his  possession,  collected  by  the 
late  Alfred  Meigh. 

It  is  pleasant  to  find  old  errors  righted  in  this 
volume.  For  example,  Mr.  Godden  does  not 
make  the  familiar  mistake  of  confusing  Sampson 
Hancock  of  Stoke  w:ith  Stevenson  and  Hancock 
of  Derby.  Inevitably,  there  are  a  few  omissions — 
'James  Green  cv  Nephew,  London',  'TURNER. 
MIST  SOLE  AGENT',  and  'BRETBY. 
ENGLAND'  arc  examples  from  your  reviewer's 
own  collection — but  these  arc  not  serious,  and 
Mr.  Godden  asks  for  additions  to  be  sent  to  him. 
The  most  unfortunate  error  in  the  book  is  the 
displacement  of  the  section  on  New  Hall.  Instead 
of  falling  between  New  Devon  and  Newland 
(on  p.  465),  it  appears  after  Newlyn  Harbour 
Pottery  (on  p.  466).  With  that  exception,  the 
book  is  a  model  of  its  kind. — Bevis  Hillier. 

CHINESE   ART:    Painting,  Calligraphy, 
Stone  Rubbing,  Wood  Engraving:  By 

Werner  Spciscr,  Roger  Goepper,  Jean 
Fribourg.  (London:  364  pages,  59  colour 
plates,  120  in  monochrome.  Oldbourne  Press. 

£12  I2S.) 

THERE  can  be  nothing  in  the  whole  range  of 
the  Fine  Arts  so  difficult  to  reproduce  satisfac- 
torily in  colour  as  an  ancient  Chinese  painting, 
with  a  texture  that  is  compound  of  worn  silk 
and  faded  and  rubbed  paint  or  ink,  the  drawing 
often  of  the  most  delicate  order,  and  sometimes 
with  centuries  of  repairs  and  retouchings.  If  the 
plates  in  this  handsome  book  can  only  be  said 
partially  to  succeed,  one  contributory  cause  is 
their  unnecessarily  small  size.  The  curious  fetish 
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these  days  of  insisting  that  all  illustrations  must 
be  in  the  same  plane  as  the  printed  text  means 
that  makimono,  the  laterally  unwinding  scrolls, 
are  very  diminutively  reproduced  because  they 
are  confined  to  the  shorter  width  of  the  paper. 
Had  they  been  placed  the  other  way  it  would 
have  meant  turning  the  book  through  90 
degrees  to  look  at  them,  but  surely  this  is  worth- 
while if  it  means  that  the  pictures  can  be  repro- 
duced on  almost  twice  the  scale  ? 

Given  only  a  short  introductory  text,  Dr. 
Speiser  has  rightly  confined  himself  to  broad 
lines,  and  develops  the  theme  that  'in  China,  a 
new  generation  tries  to  create  and  develop  a 
language  of  art  which  is  contemporary  though 
often  they  succeed  only  in  dressing  the  old  in  a 
new  garb'.  Unlike  many  Sinologists,  Dr.  Speiser 
has  never  restricted  his  admiration  to  the  early 
periods  of  Chinese  art.  He  is,  in  fact,  a  great 
protagonist  for  the  work  of  the  'Individualists' 
of  the  seventeenth  century  and  their  successors, 
so  that  one  senses  a  balance  in  his  coverage  which 
is  often  lacking  in  general  books  of  this  kind. 
The  captions  to  the  plates  provide  a  lively, 
anecdotal,  running  commentary  to  the  text, 
with  details  of  some  of  the  greatest  artists  and 
the  paintings  illustrated,  in  chronological 
sequence  from  the  T'ang  period  to  modern 
times. 

In  the  section  on  Calligraphy,  Dr.  Roger 
Goepper  does  as  much  as  anyone  has  previously 
accomplished  to  repair  our  'lack  of  understand- 
ing of  a  Far  Eastern  art  which'  he  writes,  'displays 
in  its  earliest  and  clearest  form  essential  aspects  of 
Chinese  artistic  sensibility,  which  were  extended 
to  the  other  arts'.  The  same  author  adds  an 
excellently-illustrated  chapter  on  Stone  Rubbing. 

Jean  Fribourg's  section  on  Wood  Engraving 
(sic:  it  was,  of  course,  wood-cutting,  no  engrav- 
ing tool  was  normally  used  in  the  Far  East)  is  far 
more  than  a  chapter  subsidiary  to  that  on  paint- 
ing. By  far  the  greater  part  of  the  essay  is  con- 
cerned with  wood-block  colour-printing,  and 
calls  for  the  reproduction  of  superb  impressions 
of  the  so-called  'Kaempfcr  Series'  in  the  British 
Museum,  as  well  as  other  prints,  mainly  from 
the 'Ten  Bamboo'and  the'Mustard  Seed  Garden' 
albums.  Prints  such  as  these  lend  themselves 
better  to  colour  reproduction  than  paintings,  and 
the  plates  are  on  the  whole  of  excellent  quality. 
They  make  nonsense  of  Dr.  Goepper's  summing 
up — 'It  is  of  no  importance  if  the  impression  is  of 
poor  quality,  so  long  as  the  engraving  is  the  work 
of  a  true  artist'. — John  Hillier. 

STUDIES  IN  WESTERN  ART:  Edited 
by  Millard  Meiss.  4  volumes.  (Princeton 
University  Press.  London:  Oxford  Univer- 
sity Press.  60s.  net  per  volume,  or  £10  net 
the  set.) 

THE  twentieth  International  Congress  of  the 
History  of  Art  met  in  New  York  in  September 
1961.  Never  before  had  so  many  art  historians 
been  gathered  together.  They  flew  in  from  all 
quarters  of  the  globe  and  deliberated  for  six  full 
days.  The  mind  boggles  at  the  very  thought  of  it. 
Art-historians  are  by  common  consent  the  most 
cantankerous,  cliquey  and  captious  of  all  scholars : 
their  meetings  are  invariably  clouded  with 
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odium  academicum,  resonant  with  the  grinding 
of  axes  and  the  sharpening  of  claws.  But  no 
untoward  incidents  appear  to  have  disturbed 
their  confabulations  in  New  York.  And  the 
papers  which  were  read  there — some  eighty  of 
them — have  now  been  published  in  four  illus- 
trated volumes  which  provide  a  very  imposing 
memorial  to  the  occasion. 

The  papers  form,  inevitably,  rather  a  mixed 
bag.  Like  Mr.  Eliot's  cats,  'some  are  sane  and 
some  are  mad,  some  are  good  and  some  are  bad, 
some  are  better,  some  are  worse' — alas  that  none 
may  be  described  in  verse.  Faced  with  such  a 
weight  of  erudition  and  such  clouds  of  specu- 
lation, the  reviewer  is  daunted.  The  best  he  can 
do  is  to  give  some  idea  of  what  valuable  material 
is  to  be  found  in  these  volumes  and  to  single  out 
a  few  of  the  more  interesting  papers. 

The  first  volume  is  devoted  to  three  main 
themes:  V  An  Mil,  the  transition  from  Roman- 
esque to  Gothic,  and  the  relations  between 
French  and  Italian  sculpture  in  the  Gothic  period 
— all  of  them  interesting  and  stimulating  subjects. 
Here  the  outstanding  contribution  is  Dr. 
Willibald  Sauerlaendcr's  paper  on  some  pre- 
viously unpublished  and  very  interesting  twelfth- 
century  sculptures  at  Chalons-sur-Marne.  (It 
should  be  mentioned,  however,  that  since  read- 
ing tills  paper  Dr.  Sauerlaender  has  published  a 
revised  and  enlarged  version  of  it  in  the  Zeit- 
schrift  fiir  Kunstgeschichte).  Dr.  George  Zarnecki 
provides  a  thoughtful  paper  on  the  transition 
from  Romanesque  to  Gothic  in  English  sculpture 
and  Dr.  Martin  Weinberger  some  interesting 
reflections  on  the  role  of  French  models  in  the 
evolution  of  Gothic  Tuscan  sculpture. 

In  the  second  volume  the  themes  discussed  are : 
the  Renaissance  and  Antiquity,  Italian  Art  1420- 
1430,  and  recent  concepts  of  Mannerism.  This  is 
probably  the  most  rewarding  of  the  four 
volumes,  containing  studies  by  such  distinguished 
scholars  as  Professors  Chastel,  Gombrich, 
Krautheimer  and  Janson.  Prof.  Ackerman  con- 
tributes an  interesting  paper  on  the  sources  of 
the  Renaissance  villa,  which  whets  the  appetite 
for  his  forthcoming  book  on  Palladio.  Prof. 
Millard  Meiss's  'Masaccio  and  the  early  Renais- 
sance: the  circular  plan',  is  a  bit  far-fetched.  He 
seems  to  infer  too  much  from  the  fact  that  in 
The  Tribute  Money  the  disciples  stand  round 
Christ  'in  what  may  broadly  be  defined  as  an 


arc'.  There,  in  that  'broadly',  is  the  rti  In 
another  paper  Miss  Phyllis  Bober,  who  is  eniied 
on  the  Census  of  Antique  Works  of  Art  K  \vn 
to  Renaissance  Artists,  gives  us  a  glimpscnto 
her  methods  of  research  for  this  ambitiou^nd 
eminently  worthwhile  undertaking.  Some  hr> 
lars  may  be  a  little  surprised  and  disturbed  tiind 
her  blithely  stating  that  such  valuable,  thoHi  1 
daresay  rather  boring,  tasks  as  the  checkii  of 
the  Corpus  Inscriptionuni  Latinarum  for  infip- 
tions  on  statues  and  funerary  monuments  is  (bg 
shelved  while  she  indulges  in  the  more  imaVia- 
tive  game  of  deducing  the  existence  of  fst' 
antique  statues  from  their  supposed  influenfan 
renaissance  artists !  This  must  surely  be  try 
largely  a  waste  of  time.  Perhaps  the  most  i  er- 
esting  contribution  to  this  volume  of  the  A  sis 
Dr.  John  Shearman's  illuminating  stud  of 
'\lanicra  as  an  Aesthetic  Ideal' — a  very  sucoful 
attempt  to  give  a  more  precise  meaning  tooat 
ill-used  word,  Mannerism. 

Baroque  and  Antiquity,  Drawing  indie 
seventeenth  century,  and  metropolitan  schoJ  in 
Latin  American  archaeology  and  coloniajart 
provide  the  three  themes  for  the  third  volhe. 
In  a  masterly  paper  Prof.  Wittkower  conjsts 
the  ways  in  which  Poussin  and  Bernini  mad 
of  classical  models  in  their  preparatory  worklnd 
thereby  sheds  much  light  on  attitudes  tone 
Antique  in  seventeenth-century  Rome.  9i. 
Julius  S.  Held  contributes  a  fascinating  accint 
of  'The  Early  Appreciation  of  Drawings'  wch 
the  present  reviewer  found  one  of  the  ftst 
valuable  papers  in  all  four  volumes. 

The  fourth  volume  takes  a  leap  forward  intihe 
nineteenth  and  twentieth  centuries.  One  secon 
is  devoted  to  Frank  Lloyd  Wright  and  archtc- 
ture  around  1900,  another  to  the  reaction  ag;ist 
Impressionism  in  the  1880's.  In  the  first  Sir  J  in 
Summerson's  paper  on  the  British  contcmW- 
aries  of  Frank  Lloyd  Wright  stands  out  foits 
clarity  and  unostentatious  erudition.  In  he 
second,  Prof.  Francastcl's  'La  fin  de  l'lmpressh- 
isme:  Esthetique  et  causalite'  is  the  most  illui  1- 
ating  contribution.  This  volume  also  com 
papers  devoted  to  that  thorny  problem, 
presentation  of  damaged  pictures.  Sir  Plip 
Hendy,  Professor  Cesare  Brandi  and  Prate 
Otfner  gave  the  main  lectures  which  v;e 
followed  by  a  lively  discussion  session  in  win 
the  wigs  were  only  just  kept  off  the  green. 

The  fourth  volume  concludes  with  the  lecre 
on  'Motives'  which  Sir  Kenneth  Clark  gavio 
the  plenary  session  of  the  congress.  To  sug  si 
that  this  was  the  only  paper  which  could  h  e 
provided  food  for  thought  for  all  member 
the  congress — whatever  their  special  sphere:  n 
interest — would  be  unjust  to  many  of  the  \ 
distinguished  scholars  who  participated.  Nc 
theless  it  seems  to  this  reviewer  to  have  been  c 
only  one  in  which  new  and  far  reaching  it 
were  presented  with  clarity  and  feeling,  the  o ) 
one  which  rises  clear  above  the  pedantic  grou 
Taking  as  his  text  a  quotation  from  Wa  r 
Pater,  Sir  Kenneth  investigates  the  'union  t 
form  and  matter'  by  which  great  works  of  t 
achieve  their  effect.  To  summarize  his  argum  t 
is  difficult  and,  happily,  unnecessary,  for  f 
Kenneth  is  shortly  to  publish  a  volume  p 
'Motives'. — John  Fleming. 
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300K  PRODUCTION  NOTES 

by  Ruari  McLean 

md  the  Black  Pointings  by  Sanchez  Canton 
&  Faber,  33  guineas)  is  heralded  on  its 
icket  as  'perhaps  one  of  the  most  splendid 
'les  available  of  modern  book  production'. 
!  and  the  quality  of  the  colour  reproduc- 
by  letterpress  on  art  paper  and  art  board) 
itlc  it  to  the  word  'splendid',  although  in 
other  aspects  of  book  production  it  is  far 
satisfactory.  The  purpose  of  the  book  is  to 
I  in  colour,  for  the  first  time,  the  fourteen 
s  from  Goya's  house,  the  'Quinta  del 
now  in  the  Prado,  complete  and  with 
>  in  actual  size.  The  murals  are  shown  on 
ig  plates,  printed  on  heavy  art  board,  which 
d  to  a  maximum  width  of  over  four  feet, 
fteen  and  three  quarter  inches  deep,  and 
arc  twenty-eight  details  in  actual  size.  This 
itself  a  remarkable  achievement  of  book- 
ng.  I  have  not  seen  the  originals  (which 
1  not  be  brought  to  Burlington  House  last 
ner)  or  compared  them  with  these  repro- 
ons.  but  their  appearance  is  most  impressive 
onvincing. 

addition,  there  is  a  biographical  text,  illus- 
i  with  fifty-eight  colour  plates  tipped  on  to 
)ages,  and  an  Appendix  illustrated  with  a 
cer  seventy-nine  tipped-011  plates,  many  of 
h  are  also  in  colour.  The  quality  of  these 
or  plates  (many  of  which  are  large  by  ordin- 
irt  book  standards)  is  so  brilliant  that  one 
lers  if  they  have  not  been  printed  in  more 
four  colours.  Their  colourfulness  com- 
I  ly  belies  the  gloomy  tones  of  most  of  the 
tings  at  Burlington  House  and  the  blackness 
le  Black  Paintings  themselves, 
he  book's  papers  (including  mould-made  for 
text)  and  binding  are  also  fine,  but  its  typo- 
Ay  is  mean  and  the  English  translation  is 
•bad  indeed.  The  colour  plates  (uncaptioned) 
not  set  near  the  relevant  text,  so  one  has  to 
ch  in  several  places  to  find  out  about  them : 
captions,  when  found,  are  set  in  7  point  type, 
1  page  16  in.  X  13  J  in. !  The  design  and  pro- 
tion  were  entirely  carried  out  in  Milan:  the 
iters  were  Rizzoli  Grafica. 

otogravure  printing  by  Conzett  &  Huber 

e  Presence  of  Spain  by  James  Morris,  with 
itographs  in  colour  and  black-and-white  by 
-•lyn  Hofer  (Faber  &  Faber,  84s.)  is  a  welcome 
.mple  of  magnificent  photogravure  printing 
Conzett  &  Huber  of  Zurich, 
vliss  Hofer's  photographs  arc  memorable 
th  when  she  is  taking  people  and  places,  and  a 
ance  is  struck  between  the  two  throughout 
!  book.  There  are  wonderful  distant  views  of 
3untains  and  rocky  uplands,  of  cathedrals, 
;tles,  statues  in  close-up:  but  Miss  Hofer's 
ople  are  best.  Mr.  Morris's  text  is,  as  is  to  be 
pected,  extremely  readable.  I  would  have  liked 
ist  of  the  illustrations,  with  detailed  captions, 
ice  some  of  the  places  illustrated  are  not  men- 
>ned  in  the  text. 

William  Scott's  paintings 

UKam  Scott:  Paintings,  edited,  with  an  intro- 
lction,  by  Alan  Bowness  (Lund  Humphries, 
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70s.)  is  a  good  example  of  contemporary  British 
art  book  design,  extremely  well  printed  by  Lund 
Humphries  at  Bradford.  The  page  size  is  11$  in. 
X  9a  in. :  there  are  twenty-four  paintings  repro- 
duced in  colour  and  one  hundred  and  twenty-six 
in  black-and-white,  all  in  letterpress  half-tone. 
In  addition  there  are  short  contributions  by 
Michel  Ragon  in  French  and  Werner  Schmalcn- 
bach  in  German,  and  a  detailed  biography, 
bibliography  and  list  of  exhibitions.  The  type 
used  is  'Univers'  sans  serif:  the  general  layout  is 
effective,  starting  with  a  dramatic  juxtaposition 
of  type  and  photograph  of  the  artist  as  a  title- 
page  opening. 

Friendship's  Offering 

Connoisseurs  of  Victorian  printing  will  be 
interested  in  Friendship's  Offering,  an  excellent 
short  essay  by  Mrs.  Anne  Renier,  the  collector  of 
Victorian  books,  on  the  Annuals  and  Gift  Books 
of  the  nineteenth  century.  It  has  been  pleasingly 
designed  by  Iain  Bain,  with  eight  half-tone 
illustrations  of  annuals  and  gift-books.  It  is  pub- 
lished by  the  Private  Libraries  Association,  and 
three  hundred  copies  are  for  sale  at  9s.  fid. 
(postage  inclusive)  from  the  P.L.A.,  41  Cuckoo 
Hill  Road,  Pinner,  Middlesex.  The  most  attrac- 
tive feature  of  these  books,  to  our  eyes,  is  their 
bindings:  ornate  rococo  and  classical  designs 
were  blocked  on  watered  silk,  satin,  plush, 
velvet,  morocco  leather,  and  other  materials: 
nothing  as  exotic  as  this  is  practicable  today, 
when  even  honest  cloth  is  being  ousted  by  the 
cheaper  imitations  of  cloth  made  out  of  paper. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not  pre- 
clude us  from  publishing  a  review  later.) 

Collecting  Japanese  Objets  d'Art.  (A 
Breviary  of  the  Arts  of  Japan):  By  Frank 
A.  Turk.  London:  Arco  Publications.  5s. 
(paper  back). 

Chinese  Jade.  A  concise  Introduction:  By 
George  Savage.  London:  Cory  Adams  & 
Mackay  Ltd.  30s 

Children's  Games.  Pieter  Brueghel  the 
Elder:  By  Paul  Portmann.  Old  Clocks:  By 
J.  Otto  Scherer.  London:  George  Philip  &: 
Son  Ltd.  (Victoria  Road,  N.W.10).  Hallwag's 
Orbis  Pictus.  8s.  fid.  each. 


Collectors'  Pieces:  By  John  Bedford.  1. 
Wedgwood,  Jasper  Ware.  2.  Bristol  and 
other  Coloured  Glass.  3.  Staffordshire 
Pottery  Figures.  4.  All  Kinds  of  Small 
Boxes.  London:  Cassell  &  Co.  Ltd.  7s.  6d. 
net  each. 

Mc William:  Introduction  by  Roland  Penrose. 
London:  Alec  Tiranti  Ltd.  £2  10s. 

Les  Eglises  Parisiennes.  XVIIe  et  XVIIIe 
Siecles:  By  Amedcc  Boinet.  Paris:  Les 
Editions  dc  Minuit  (7  rue  Bornard-Palissy). 

The  Traditional  Arts  of  Japan.  A  complete 
illustrated  guide:  By  H.  Batterson  Boger. 
London:  W.  H.  Allen  &  Co.  £$  5s- 

Buddhist  Paintings  from  shrines  and  tem- 
ples in  Ceylon:  By  D.  B.  Dhanapala. 
Czechoslovakian  Miniatures  from 
Romanesque  and  Gothic  Manuscripts: 
by  Jan  Kret.  Greek  Mosaics  of  the  Byzan- 
tine Period:  By  Andre  Grabar.  Aboriginal 
Paintings  from  Australia:  By  Charles  P. 
Mountford.  London:  Collins  UNESCO 
(Fontana  Books).  6s.  each  (paper  back). 

The  Story  of  the  Wise  Men  as  related  by 
St.  Matthew  and  carved  by  Gislebertus  of 
Autun.  London:  Methuen  &  Co.,  with  the 
Trianon  Press,  Paris.  30s.  net  in  U.K.  only. 

Japanese   Art.    A   Collector's   Guide:  By 

Engineer-Commander  Alex  R.  Newman, 
R.N.  rtd.  and  the  late  Egerton  Ryerson. 
Drawings  by  Bon  Dale,  A.R.C.A.  London: 
G.  Bell  &  Sons  Ltd.  50s.  net. 

Duelling  Pistols  and  some  of  the  affairs  they 
settled:  By  John  A.  Atkinson.  London: 
Cassell  6V  Co.  Ltd.  50s.  net. 

The  Little  Library  of  Art.  Cezanne  Still 
Lifes:  By  Raoul-Jean  Moulin.  Monet.  1840- 
1883:  By  Jean  Leymarie.  Monet.  1883-1926: 
By  Jean  Leymarie.  Dufy.  Music:  by  Jean 
Guichard-Meili.  London :  Methuen  &  Co. 
2s.  fid.  each. 

The  Tate  Gallery  Report  of  the  Trustees.  I 
April  1963  to  31  March  1964.  London :  H.M. 
Stationery  Office  for  the  Tate  Gallery.  5s.  fid. 
net. 

L'art  des  sculpteurs  tomans.  Recherches  sur 
l'histoire  des  formes:  By  Henri  Focillon. 
(New  edition).  Paris:  Presses  Univcrsitaires  de 
France  (108  Boulevard  St. -Germain). 

Movements  in  World  Art.  Medieval  Stained 
Glass:  By  Heribert  Huttcr.  Korean  Painting: 
By  Alfred  Janata.  Byzantine  Mosaics:  By 

Heinrich  Newmaycr.  London:  Methuen  8c 
Co.  3s.  fid.  net  each  in  U.K.  only. 

The  Unknown  Degas  and  Renoir  in  the 
National  Museum  of  Belgrade:  By  Denis 
Rouart.  London:  McGraw  Hill  Publishing  Co. 
Ltd.  £7. 

ERRATUM.  In  the  review  of  Sculpture  and 
Britain  by  Margaret  Whinncy  which  appeared 
on  page  266  of  our  December  1964  issue,  the 
Whitehall  altarpiece  of  1686  was  in  error 
attributed  to  Gibbons  and  Cibber,  instead  of  to 
Gibbons  and  Qiiellin. 
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Integrity  and  the  B.A.D.A. 


FORTY  years  ago  The  Connoisseur  published 
a  letter  from  the  honorary  secretary  of  the 
British  Antique  Dealers'  Association,  which 
protested  at  some  observations  made  by  a  judge 
when  sentencing  an  antique  dealer  for  fraud.  The 
letter  concluded :  'The  person  sentenced  was  not 
nor  would  he  have  been  accepted  as  a  member 
of  this  Association  .  .  .  integrity  and  standing  in 
the  Trade  are  carefully  investigated  before 
election  to  membership.  One  of  the  main  rea- 
sons for  the  existence  of  this  Association  is  to 
protect  the  private  collector  as  well  as  its  own 
members.' 

There  is  no  doubt  that  in  the  forty-seven  years 
of  its  existence  the  British  Antique  Dealers' 
Association  has  contributed  substantially  to  the 
raising  of  standards  of  expertise.  It  is  now 
regularly  consulted  by  the  appropriate  Govern- 
ment department  on  relevant  matters,  and  its 
certificates  of  authenticity  arc  accepted  as 
authoritative  by  overseas  Customs.  A  dealer 
exhibiting  the  Association's  sign  can  be  pre- 
sumed to  have  expert  knowledge  and  to  offer 
only  genuine  stock;  in  the  event  of  a  dispute 
between  dealer  and  customer,  the  Association 
will  undertake  to  arbitrate.  B.A.D.A.  member- 
ship is  not  given  lightly,  it  is  reviewed  annually, 
and  members  are  not  always  re-elected. 

The  Association's  handbook  sets  'integrity' 
beside  'expert  knowledge'  as  'the  main  qualifi- 
cations' for  membership.  Knowledge  can  be 
measured,  but  the  personal  honour  of  the 
majority  of  members  of  the  B.A.D.A.  has 
tended  to  obscure  the  lack  of  a  reasonable 
standard  of  integrity  amongst  the  others.  The 
Association  is  jealous  of  its  reputation'  and 
certainly  appears  resolutely  determined  to  up- 
hold it;  but  only  after  exceedingly  detailed 
accounts  of  'The  Ring'  had  appeared  in  the 
London  Sunday  Times  indicting  certain  members 
of  the  Association. 

The  newspaper's  investigation  showed  that  a 
number  of  dealers  operating  as  a  'Ring'  con- 
trived to  buy  a  piece  of  antique  furniture  at  a 
country  auction  for  less  than  £1,000.  This  was 
subsequently  sold  for  a  vastly  increased  figure  at 
a  private  'auction'  held  amongst  the  members  of 
the  'Ring';  the  difference  between  the  two  prices 
being  distributed  as  a  kind  of  tax-free  bonus 
among  the  participating  dealers.  By  their  com- 
bined action  they  were  alleged  to  have  defraud- 
ed a  vendor  of  a  reasonable  price.  This  process, 
known  as  the  'knock-out',  feeds  on  the  lack  of 
knowledge  of  many  provincial  auctioneers,  and 
also  on  the  failure  of  the  vendor  to  obtain  expert 
advice — for  which  a  fee  is  necessarily  payable. 

The  'Ring'  has  been  active  for  a  considerable 
period  of  time.  It  has  been  illegal  in  Britain  since 
1927,  though  this  docs  not  seem  to  have  had  any 
appreciable  effect,  and  the  B.A.D.A.  has  always 
chosen  the  path  of  exhortation;  until  public 
disquiet  and  questions  in  Parliament,  following 
the  recent  newspaper  revelations,  jerked  the 


Association  into  urgent  action. 

The  1964  council  of  the  B.A.D.A.,  num- 
bering nearly  40  people,  then  resigned,  leaving 
a  select  few  to  act  as  an  executive  committee. 
Being  less  cumbersome,  it  was  hoped  that 
this  smaller  unit  would  be  able  to  put  into 
effect  the  resolution  of  the  whole  Council  to 
outlaw  the  'Knock-out'  among  members  of  the 
Association.  An  extraordinary  general  meeting 
of  the  B.A.D.A.  was  subsequently  convened. 
This  added  two  by-laws  to  those  already  in  force : 
that  non-participation  in  the  'Knock-out'  should 
henceforth  be  an  absolute  condition  of  member- 
ship, and  that  all  members  and  prospective  mem- 
bers must  sign  a  declaration  stating  that  they 
understand  this  condition  and  will  abide  by  it. 

What  of  the  future?  It  is  not  reasonable  to 
expect  a  sudden  rise  in  auction  room  prices,  as 
there  are  very  many  more  dealers  outside  the 
B.A.D.A.  than  in  it.  It  is  also  doubtful  whether 
those  minority  of  members  of  the  Association 
whose  consciences  allow  them  to  enjoy  the  illegal 
though  profitable  delights  of  the  'Knock-out' 
will  deny  themselves  their  tax-free  gains  im- 
mediately ;  or  even  when  the  law,  which  is  vague, 
and  which  some  profess  not  to  understand,  is 
strengthened.  It  is  more  likely  that  those  in  the 
'Ring'  will  find,  sooner  or  later,  that  they  are  no 
longer  members  of  the  British  Antique  Dealers' 
Association. 

Serving  both  collector  and  dealer  since  1901 — 
and  in  1918  a  co-founder  of  the  British  Antique 
Dealers'  Association — The  Connoisseur  has  been 
concerned  that  even  some  members  of  the 
Association  have  been  active  in  the  various  Rings. 
Furthermore,  the  recent  disagreeable  publicity 
has  been  a  cause  of  needless  embarrassment  to 
Queen  Elizabeth  the  Queen  Mother,  the  gracious 
patron  of  the  Grosvenor  House  Antique  Dealers' 
Fair.  Whilst  the  latter  is  in  no  way  an  official 
promotion  of  the  B.A.D.A.,  it  has  many 
members  as  exhibitors,  and  the  holding  of  the 
1965  (Silver  Jubilee)  Fair  has  been  needlessly 
placed  in  jeopardy. 

The  British  Antique  Dealers'  Association, 
under  its  new  and  determined  Council,  has  be- 
gun to  put  its  affairs  in  order,  but  only  after  a 
sharp  reminder  of  its  responsibilities  to  the 
collectors — on  whose  trust  and  patronage  every 
dealer  ultimately  depends,  (sec  also  p. 121) 

Discouraging  the  Collector 

BY  a  strange  coincidence  the  Art  Market  is  faced 
once  more  with  the  possibility  of  an  unreason- 
able tax,  for  it  was  a  similar  threat  in  191 8  that 
led  to  the  foundation  of  the  British  Antique 
Dealers'  Association  by  some  prominent  dealers 
gathered  in  the  offices  of  The  Connoisseur.  It  is 
the  intention  of  the  British  Government  to 
make  works  of  art  and  antiques  subject  to  a 
capital  gains  tax  when  given  away,  exchanged  or 
sold,  if  their  individual  value  is  £1,000  or  more. 
There  are  some  points  however  which  seem  to 
have  received  little  consideration  from  the 
Chancellor. 


In  the  first  place,  unlike  shares  which  h 
measurable  break-up  and  earnings  valuejan- 
tiques  and  works  of  art  depend  for  their  lue 
almost  entirely  on  the  whim  of  fashioble 
taste.  For  instance,  English  formal  portra  of 
the  monumental  kind  by  Reynolds  and  CU.- 
borough  would  fetch  less  money  now  th  3 
generation  ago,  while  works  by  the  Impressi  yr 
masters  at  present  show  a  startling  profit  oihe 
same  years.  French  furniture  is  cheaper,  En  isb- 
satinwood  furniture  more  expensive  than  it  a*. 
It  is  axiomatic  in  the  art  market  that  a  woi  of 
art  at  any  given  moment  is  worth  only  iat 
someone  will  pay  for  it:  the  intrinsic  value 
Chippendale  commode  or  a  Rembrandt  flf-'l 
portrait  is  only  firewood  or  packing.  Faspn 
makes  the  demand,  which  makes  the  price. 

In  the  second  place,  while  it  is  equitable  tat 
speculative  gains  in  the  art  market  should  sier 
tax,  it  does  not  seem  reasonable  that  the  Lie 
collector  should  be  penalised  when  on  ham  t§4 
over,  for  example,  some  silver  and  furnitui  tor 
another  generation  (or  even  to  a  museum,  o  rt  " 
gallery)  he  finds  that  the  current  fashion  ofie 
art  market  has  inflated  the  monetary  value  olie 
items  so  that  he  must  pay  a  capital  tax  on  le 
gifts,  which  he  has  not  realised  for  cash,  id 
which  may  in  future  years  relatively  deprec  e. 
The  collector,  as  opposed  to  the  speculators* 
lured  by  an  unmeasurable  aesthetic  evalua  a 
which  places  possession  above  the  price;  ic ' 
could  be  protected  from  unreasonable  denids 
by  the  Exchequer,  if  tw  enty-years  ownershipf1 
an  object  would  release  it  from  a  capital  ta) 

Thirdly,  as  the  new  tax  will  only  fall  on  itiiS 
valued  at  £1,000  or  more,  thereby  cxemptg 
the  majority  of  collectors,  which  is  just  .d 
reasonable,  it  may  be  asked  whether  in  fact  x 
Exchequer  will  make  sufficient  revenue  to  ep 
cover  the  cost  of  the  highly  involved  and  ol- 
tentious  operation  necessary  to  levy  the  taxh 
every  transaction,  private  or  public?  Taking  le 
salerooms  as  an  example,  of  approximate 
100,000  lots  sold  annually  in  Sotheby's  rl 
Christie's,  and  assuming  that  this  rate  is  ma- 
tained  under  the  impact  of  the  tax,  97  per  ck 
sell  for  less  than  £1,000.  The  rest  accounts  r 
about  25  per  cent  of  the  total  turnover,  wh  1 
after  making  allowance  for  goods  sent  here  fro 
abroad  (at  least  a  third)  would  leave  appro  - 
mately  £3111.  to  be  taxed.  Discounting  ^ 
auctioneers  commission,  a  tax  at  25  per  c<£ 
would  yield  only  £750,000.  Whatever  the  tol 
size  of  the  art  market,  this  seems  a  churl  1 
way  to  treat  an  industry  that  exported  £29.6 
worth  of  goods  in  1963-4,  and  whose  spec' 
character  was  recognised  by  its  specific  exem 
tion  from  the  recently  imposed  import  duty. 

The  private  collector  or  patron  of  the  artsj 
Britain  receives  no  tax  concessions,  and  is  nc 
to  be  penalised  by  a  Government  explicit 
pledged  to  an  active  support  of  the  Arts.  This 
no  way  to  encourage  the  people  whose  generosi, 
and  perception  find  witness  in  every  museu 
and  art  gallery  in  the  land.— David  Cooml 
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Samuel  Scott.  The  building  of  Westminster 
dge,  signed  and  dated  1750,  31}  x  59  j  inches. 
2,000  (Sotheby's).  2.  Louis  XV  inlaid  tulipwood 
pentine-front  commode,  with  gilt-bronze 
>unts,  Joseph  Schmitz  (M.E.  1761).  Dollars 
50  (Parke-Bernet,  New  York).  3.  Rare  cylinder 
1,  with  a  frieze  of  cows  in  the  upper  register,  in 
!  lower  a  row  of  reed  huts  or  shrines,  overall 
'ght  3^  inches,  from  Warka,  Uruk  period 
)0-3ioo  B.C.  Bought  by  the  Ashmolean  Museum. 
,100  (Sotheby's).  4.  Filippino  Lippi.  St.  Apol- 
lia  and  a  Sainted  Bishop,  panel,  61J  X  23  inches, 
e  of  a  pair  of  panels  (the  other,  SS.  Paul  and 
nobius.)  £84,000  (Sotheby's). 
1  =  2.79  Dollars. 
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5.  Bronze-gilt  standing  figure  of  a  nymph,  representing  'Spring',  by  Wenzel  Jamnitzer,  sixteenth 
century,  32}  inches  high.  ,£2,205  (Christie's).  6.  Silver-gilt  double  cup,  seventeenth-century  Nuren 
berg,  maker  Johann  Jacob  Wolrab  (b.  1633),  height  25  cm.,  once  exhibited  at  the  Victoria  &  Albe 
Museum.  DM.  30,000  (Weinmiiller,  Munich).  7.  George  Stubbs,  A.R.A.  Bulls  Fighting,  signed  an 
dated  1786,  panel,  24^  X  32J  inches.  £10,500  (Sotheby's).  8.  Jan  van  Goyen.  River  landscape  with  tree 
signed  with  monogram  and  dated  1635,  panel,  35  x  53  cm.  D.  Kr.  79,000  (Arne  Bruun  Rasmusser 
Copenhagen). 

£l  =  II  DM.  =  19.29  Danish  Kr.  =  2.79  Dollars. 
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William  and  Mary  charger,  by  Pierre  Harache,  1692,  2lf  inches  diameter,  the  engraving  attributed  to  Simon  Gribelin.  £5,000  (£163  in  1893,  £430  >n 
43)  (Christie's).  10.  Amadeo  Modigliani.  Portrait  of  a  young  farmer.  Dollars  62,500  (Parke-Bernet,  New  York).  II.  Brooch  of  227  diamonds,  given  by 
Z2t  Nicholas  I  to  the  Duke  of  Anhalt-Cothen.  D.Kr.  50,000  (Arne  Bruun  Rasmussen,  Copenhagen).  12.  Very  rare  Wedgwood  Portland  vase,  with  dark 
ate  blue  ground,  10  inches  high,  7  inches  diameter.  Presented  by  Josiah  Wedgwood  to  Apsley  Pellatt.  ,£3,045  (Christie's).  13.  Meissen  porcelain  gToup, 
ith  gilt-bronze  mounts,  'Autumn'  from  a  set  of  four  'Seasons',  c.  1745,  by  J.  J.  Randier.  Height  47  cm.  DM.  22,000  (Lempertz,  Cologne). 
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14.  Francesco  di  Giorgio.  The  Tempta- 
tion of  Adam  and  Eve,  pen  and  brown  ink 
on  vellum,  13  x  10  inches.  £9,450 
(Christie's).  15.  Alfred  Sisley.  Bouquet  de 
Fleurs,  signed,  25J  x  19!  inches.  Painted 
in  1875,  this  is  the  only  known  flower- 
piece  painted  by  Sisley.  .£34,570 
(Christie's).  16.  Rare  mid-sixteenth  cen- 
tury vestment  cupboard.  Sold,  collec- 
tion of  the  late  R.  A.  Notley,  at  Old 
Place  Manor,  Pulborough,  Sussex,  for 
£500  (King  and  Chasemore).  17.  Rein- 
forcing breast  and  burgonet,  formerly 
part  of  a  field  armour  made  for  the 
Emperor  Maximilian  II  in  1550  by 
Matthaus  Frauenpreiss  the  Elder  of 
Ausgburg  and  etched  by  Jorg  Sarg  in 
1550.  £2,400  (Sotheby's). 
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MX  left.  Potpourri  vase  with  cover,  one  of  a  pair,  Vincennes.  Wadsworth  Atheneum. 
>pf  right.  Ewer  and  basin,  Vincennes.  Wadsworth  Atheneum. 


ARTICLE  FROM  AMERICA 

Yench  porcelain  from  the 
.  P.  Morgan  Collection  at  the 
V adsworth  Atheneum 


J  most  of  the  catalogues  of  the  works  of  art  formerly  in  the 
Dssession  of  J.  P.  Morgan,  size  and  particularly  weight  was 
shed  with  a  generosity  characteristic  of  the  collector  himself. 
:  Catalogue  of  French  Porcelains,  however,  is  much  more 
seablein  format:  this  is  significant  insofar  as  it  accords  with 
virtues  of  the  objects  it  describes.1  Unfortunately  a  few  of  the 
st  magnificent  pieces  were  retained,  then  sold  at  auction;2  of 
se  several  are  now  in  the  distinguished  collection  of  Mr. 
syth  Wickes.3 

To  contemplate  this  French  porcelain  after  an  examination  of 
Meissen  in  an  adjoining  room,4  gives  one  the  feeling  that  one 
progressed  from  an  ebullience  which  is  sometimes  coarse  to  the 
mate  serenity  in  European  porcelain.  The  impression  is  not 
oily  justified,  but  nevertheless  persistent.  A  too  literal  com- 
ison  of  the  Meissen  figures  and  the  predominantly  useful 
res  of  Vincennes,  Sevres,  Chantilly,  and  Mennecy  is  obviously 
alid.  They  are  further  separated  moreover  by  a  difference  in 
ie  and  taste;  the  German  porcelain  is  in  the  main  Baroque, 
ereas  the  French  represents  a  superbly  reticent  Rococo.  Yet  in 


the  admiration  that  each  type  engenders  there  is  always  present 
the  difference  of  feeling  previously  mentioned. 

Chronologically  Chantilly  claims  precedence  over  Vincennes 
and  Sevres,  but  as  the  main  body  of  the  collection  consists  of  the 
latter  two  types,  it  is  reasonable  to  begin  there.  True  to  the  French 
character  many  claims  have  been  appended  to  many  souls  to  be 
the  originators  of  the  Vincennes  factory;  the  most  creditable 
seemed  to  be  those  advanced  in  favour  of  the  brothers  Dubois 
(even  more  partial  to  alcohol,  apparently,  than  contemporary 
glass-blowers),  accompanied  by  a  kiln-master  and  enamcller, 
Humbert  Guerin,  all  deserting  workmen  from  the  porcelain 
factory  at  Chantilly.  They  had  made,  or  somehow  obtained, 
several  pieces  of  porcelain  which  were  sufficient  to  persuade 
Orry  deFulvy,  who  had  a  distinct  talent  for  gambling  heavily  and 
losing,  to  install  them  in  1738  in  the  disused  royal  chateau  at 
Vincennes.  This  speculation  by  deFulvy  enabled  him  to  lose 
money  for  the  next  three  years,  including  subscriptions  from  the 
king,  while  the  befuddled  Dubois  produced  a  large  amount  of 
useless  material.  He  dismissed  them  in  1741  and  appointed 
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3.  'The  Music  Lesson',  after  Boucher,  1752,  Vinccnnes.  Wadsworth 
Atheneum. 


4.  'Le Jaloux',  Vincennes.  Wadsworth  Atheneum. 


Francois  Gravant  who  had  been  a  grocer  in  Chantiliv  an  had 
learned  the  brothers'  secrets  when  they  were  drunk.  Hetoo 
seemed  to  have  a  marked  incapacity  for  success  until  he  er'sted 
the  aid  of  workmen  from  Chantiliv  and  St.  Cloud  and  in]  745 
produced  a  workable  porcelain  body.  Further  investments  .  ere 
made  and  the  first  of  successive  privileges  obtained  froi  the 
king,  granting  the  factory  exclusive  right  for  twenty  yek  to 
manufacture  porcelain  and  characteristically  emphasizing  !)m- 
petition  with  Meissen  ('in  the  style  of  the  Saxon,  that  is  tcsav. 
painted  and  guilded  with  human  figures').5 

From  this  time  onwards,  the  factory  was  run  with  rear 
seriousness.  That  is  illustrated  by  the  appointments  of  the  1.7  ii 
goldsmith,  Duplessis,  as  designer  of  porcelain  and  bronze  mctats. 
and  the  royal  enameller,  Mathieu,  as  decorator;  more  influ^nai 
was  the  appointment  of  Bachelier  in  1748  and  his  promoti 
Art  Director  in  175 1.  By  1753  the  company  had  been  recqsti- 
tuted  financially,  buttressed  with  further  royal  restriction^  on 
rival  manufacture  and  restraints  against  itinerant  worker, 
granted  the  use  of  crossed  L's — the  royal  cipher — as  a  marklnd 
proclaimed  as  the  Manufacturic  Royale  de  Porcelaine.  Mu<!  of 
this  activity  was  directly  the  result  of  the  patronage  and  tasj  of 
Madame  de  Pompadour. 

Excessive  dependence  on  Meissen  originals  was  fortune; 
resisted  by  the  French;  the  matured  spirit  of  these  wares  wain- 
imitably  phrased  in  the  famous  letter  of  Hulst:6  'gentilk. 
nouveaute,  variete  .  .  .  On  lui  demande  que  des  eternuemen 
son  genie  semblabes  a  ceux  d'unc  jolie  femme:  e'est  a  dire  nt. 
et  agreables'.  If  all  the  jolies  femmes'  were  as  extraordm  il 
beautiful  as  No.  1,  would  that  one  had  lived  in  the  eighteen 
century.7  The  superb  ewer  and  basin  (No.  2)  is  another  objec  or 
admiration,  exemplifying  the  speed  and  sureness  with  whicrh. 
artists  of  this  factory  had  achieved  a  genuine  originality. 8  A  cn- 
parison  of  the  painting  here  with  that  of  Mutel9  is  not  invidij*. 
The  dark,  gros  bleu  ground  is  of  sufficient  irregularity  to  givqta 
movement  and  rich  depth  of  its  own,  while  the  gilding  a 
masterpiece  of  delicacy.  Nor  were  the  artists  reluctant  to  jo- 
claim  the  loveliness  of  the  white  porcelain.  Compared  to  cn- 
temporary  French  creations  in  metal  and  wood  these  objectsre 
restrained,  the  masculinity  and  sureness  of  their  forms  ben 
superb  counterpoise  for  the  feminine  grace  of  the  decoratn. 
What  is  most  agreable  is  the  complete  departure  from  the  anco- 
gynous  character  of  Meissen  Rococo. 

If  the  royal  manufactory  was  to  make  porcelain  in  the  stylof 
the  Saxon,  it  was  inevitable  that  figures  be  made;  just  as  Kaner 
had  progressed  from  a  conception  more  adapted  to  marble  at 
porcelain,  so  the  French  regressed  back  to  that  state.  In  pf 
intervening  years  before  biscuit  triumphed  as  the  material  3r 
porcelain  statuary,  however,  figures  were  made  which  are  amig 
the  supreme  achievements  of  their  type.  The  figure  of  Di..; 
possibly  modelled  by  Fournier,10  exposes  the  medium  and  u 
goddess  too  in  all  their  glory,  and  is  incidentally  a  reflection  u?n 
the  plastic  character  of  the  paste.  Boucher's  Arcadian  conceits  1- 
spired  the  modellers  to  fresh  reaches  of  delight;  the  Mangeurse* 
Raisins,11  Venus  and  Adonis,  and  L' Agreable  Lecon  (No.  3)  hi 
charming  witness  to  this.  Also  in  this  vein  is  Le  Jaloux  by  Vi- 
drevolle12  (No.  4).  The  pristine  whiteness  of  the  whole — as  sou- 
thing utterly  a  fantasy  and  not  painted  to  look  like  dolls — and  it 
flowing  glaze  have  no  small  part  in  the  achievements  of  the 
groups. 

With  the  death  of  deFulvy  in  1751,  the  company  was  reoi- 
stituted,  and  two  years  later  came  the  proposal  to  move  to  n.\ 
quarters  by  1756.  The  site  chosen  was  Sevres,  adjacent ic 
Madame  de  Pompadour's  new  chateau  at  Bellevue.  Such  prci- 
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j<  /  to  the  king  s  ageing  friend  was  no  guarantee  of  success, 
j-  ever,  and  by  1 759  the  company  was  enormously  in  debt,  at 
J  ch  time  it  was  bought  by  the  king  and  thereafter  maintained 
1  1  subvention.  Opposition  naturally  was  impertinent,  and  the 
J  re  restrictions  on  rival  manufactories  were  reissued.  The 
<  lpanv  continued  operations  here,  its  increasing  importance 
J  iridium  with  the  occupation  of  Saxony  by  Frederick  the  Great 
J  mg  the  Seven  Years'  War.  From  this  time  until  the  advent  of 
1  -classical  Wedgwood,  Sevres  dominated  the  fashions,  the 
J  kets  and  the  other  porcelain  factories  of  Europe.  No  effort  was 
J  ed  to  discover  the  secret  of  hard-paste  porcelain,  and  the 
Lluction  of  biscuit  was  increased,  the  artists  themselves  being 
,  nisant  of  the  intention  of  treating  it  as  a  substitute  for  marble, 
he  Vincennes  wall-fountain  (No.  5)  is  accompanied  by  a 
in  marked  Sevres,  with  the  date-mark  of  1786.  As  a  replace- 
nt  for  the  broken  original — probably — the  basin  has  decora- 
1  in  blue  that  is  almost  up  to  the  standard  of  the  Vincennes 
I  ;c,  and  the  artists  acquitted  themselves  with  fair  success  at  a 
e  w  hen  the  fashion  was  entirely  different.13  But  the  touch  is 
vier  and  the  magic  is  gone.  It  was  going  in  fact  in  the  1760's 
en  the  brilliant  white  porcelain  ground  was  felt  to  be  too 
iple;  this  was  the  opportunity  for  the  painters  and  gilders  to 
i\v  their  virtuosity  and  increasingly  cover  the  whole  surface  of 
vessel.14  The  Duplcssis  vase  (No.  6)  bears  a  Vincennes  mark, 
1  the  flower  painting  seems  to  be  of  that  period;15  the  fond  vert 
;oration  purposefully  covering  the  remainder  of  the  surface 
\  well  be  a  later  addition.  The  ultimate  in  this  direction  per- 
ps  is  a  tea  set  painted  by  Fontaine  in  1770  with  regular  oeil  dc 
rdrix  decoration  in  bleu  celeste  pale  and  symmetrical  scenes  in 
isaille.16 

The  rising  popularity  of  the  biscuit  figures  went  hand  in  hand 
th  the  increasing  sculptural  heaviness  of  the  larger  forms,  vases 
r  example.  By  1769  almost  every  trace  of  the  white  ground  had 
appeared  (No.  9),  even  in  the  panelled  scene.  The  magnificent 
os  bleu  was  replaced  by  the  more  regular — and  less  interesting 
bleu  de  roi;  this  technically  was  far  in  advance  of  the  earlier 
■lour  which  was  sponged  on.  In  form,  however,  the  vase  tends 
be  over-ornate,  and  though  the  artist,  Dodin,  did  not  lack  in 
ill  or  delicacy  he  was  unable  to  undo  the  heaviness  of  the  whole 
ith  two  small  panelled  scenes. 

It  is  recorded  that  even  as  early  as  1754  Madame  dc  Pompadour 
id  ordered  eight  'enfants  Boucher'  in  soft  paste  biscuit,  a 
laterial  that  aroused  undue  fascination.  The  appointment  of 
dconet  in  1757  was  of  great  importance  to  those  with  influence 
ver  the  factory,  for  by  it  they  thought  they  would  raise  porce- 
in  modelling  to  the  status  of  sculpture;  many  of  his  works  were 
roduced  both  in  porcelain  and  marble.  It  was  porcelain  that 
rentually  suffered.  Yet  the  freshness  of  his  Cupid  and  Psyche17 
only  a  little  less  evident  in  his  later  figures  of  Louis  XV  and 
Madame  de  Pompadour  (No.  10).  The  king  is  symbolically 
loman  and  represented  in  a  pose  more  forceful  than  any  he  can 
ave  struck  during  his  life;  Madame  de  Pompadour  is  elegantly 
1  ransformed  as  L'Amitie  au  Coeur,  the  state  of  her  undress 
ttimating  perhaps  the  degree  of  l'amitie  in  which  she  could  be 
■ersuaded  to  indulge.18  The  latter  is  the  rarer  and  more  pleasing 
igure,  being  free  of  the  stiffness  and  pomposity  of  the  other. 

Following  the  early  Vincennes  gros  bleu  as  a  coloured  ground 
urrounding  the  small  gilt-framed  panels  with  scenes,  was  the 
)leu  celeste,  introduced  about  1752  by  Hellot.  This  lovely  colour 
s  seen  on  a  pair  of  vases  a  oreilles,  with  flowers  in  panels  painted 


').  The  Duplessis  vase,  1745-1753,  Vincennes.  Wadsworth  Atheneum. 


5.  Wall  fountain,  Vincennes;  basin,  Sevres,  1786.  Wadsworth  Atheneum. 
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b\  hrouct.ia  Next  to  appear  was  a  yellow  (  jaune  jonquille), 
ra  used  and  consequently  prized  by  collectors,  then  a  green, 
n  1757  the  rose  Pompadour.  The  yellow,  which  Chavagnac 
;  to  call  fond  jaune  canari,  appears  on  a  covered  dish  with 
ng  by  Mutel,  and  a  dish  with  painting  by  Vieillard.20  Rose 
'  >adour,  a  colour  which  not  infrequently  appears  a  little 
si(!  •,  can  best  be  seen  on  a  covered  ewer  and  basin  with  painting 
,u  ilding  bv  Theodore.-1  It  is  often  beautifully  combined  with 
fe!  vert;-'-  this  colour  has  been  noticed  already,  but  is  seen  to 
•  advantage  on  the  incomparable  ecritoirc  with  the  mark  of 
i-  decorated  by  Tandart.-3  Decorators  not  already  mentioned 
11,  Ic  Butcux,  Catricc,  Chabry  fils,  Chauveaux  aine,  Houry, 
1,  Noel,  and  Taillandier.  Considered  as  an  overall  represent- 
of  the  factory's  production,  therefore,  the  collection  of 
•s  is  notable.  It  evinces  a  wide  range  of  forms  over  successive 
pi  ds,  as  well  as  a  fine  variety  of  colours;  its  best  pieces  are 
I  lent  examples  of  a  sublime  art. 

lantilly  has  an  altogether  more  winsome  appeal.  The  un- 
>romising  whiteness  of  the  body  combines  with  the  in- 
s  ousncss  of  the  decoration  to  create  at  its  best  a  strikingly 
si  le  elegance;  and  it  is  never  less  than  joyful.  The  factory 
b  n  in  172s  under  the  auspices  of  Louis-Henri  de  Bourbon, 
p'  ;e  de  Conde,who  significantly  had  a  collection  of  Japanese 
t\  1  porcelain  decorated  in  the  Kakicmon  style,  as  well  as  many 
e  lples  of  Meissen  imitations  of  this.  The  attempted  reproduc- 
r  of  this  style  gives  a  distinctive  character  to  the  wares  pro- 
d'  d  up  to  the  time  of  the  Prince's  death  in  1740.  Ciquaire 
C  'U,  who  had  been  in  charge  of  production  from  the  beginning 
I  who  deserves  much  of  the  praise,  remained  for  a  further 
years.  Upon  his  death,  the  unequalled  tin-glaze  was 
r  iced  by  a  normal  lead-glaze,  which  more  nearly  approxi- 
1  es  to  Vincennes. 

.ikiemon-decorated  panels  reserved  on  a  yellow  ground 
.11)  formed  a  Chantilly  mode  of  decoration  that  was  almost 

(  unly  taken  from  Meissen  versions  of  the  Oriental.24  Deriva- 
tieed  not  breed  contempt,  however,  for  here  is  a  paradigm  of 

!  itaneity,  freshness  and  charm ;  the  yellow  of  the  ground  is  per- 
tnd  seemingly  pellucid,  while  the  soft  brilliance  of  the  colours 
centuated  by  a  fine  black  outline.  The  vivid  Baroque  red  (the 
of  which  appropriately  symbolizes  the  genius  of  the  porcelain 
ories  of  Europe  in  their  early  days)  forms  an  asymmetrical 
>e  for  the  yellow  and  green.  The  panelled  scenes  are  un- 
tered,  their  general  simplicity  being  a  commendable  charact- 
tic  of  this  factory.  Peculiar  to  Chantilly  also  is  the  flowered 
). 

"wo  groups  of  Ventriloquists  and  Their  Models,25  mounted  in 
10I11  as  candelabra  (No.  7),  were  not  brought  into  the  collec- 
1  early  enough  to  be  included  in  Chavagnac's  catalogue.  The 
sory  nature  of  the  subject  is  heightened  by  the  swirls  of  the 
ies  and  the  piquant  chinoiserie.  In  fact,  their  theatricality  is 
er-worldly — enhanced  by  the  paleness  of  the  colour  and  the 
reme  whiteness  of  the  paste  which  gives  an  impression  of 
ater  fragility — and  quite  different  from  the  robust  Meissen 
ures.  Green  is  the  predominant  colour  to  balance  the  large 
as  of  white  porcelain.  Given  the  real  beauty  of  these  groups,  it 
ad  that  the  Chantilly  factory  was  not  encouraged  to  entend  its 
)duction  of  figures;  as  it  is,  they  are  now  extremely  rare. 
Mermecy-Villeroy  porcelain  stands  aesthetically  between  the 
rity  of  Chantilly  and  the  richness  of  Vincennes.  Established  in 
ris  in  1734  by  Louis-Francois  de  Neufville,  Due  de  Villeroy, 
:  factory  was  transferred  to  Mennecy  in  1748  because  of  oppos- 
3n  from  the  jealously  guarded  works  at  Vincennes.  It  was 
maged  from  the  first  by  a  faiencier,  Francois  Barbm.  Yet  he 


9.  Covered  vase,  one  of  a  pair,  by  Dodin,  1769,  Sevres.  Wadsworth  Athe- 
neum. 
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:d  to  obey  what  must  have  been  his  natural  impulse,  to 
the  paste  with  a  tin-glaze,  even  though  the  porcelain  was  in 
J  imitation  of  Chantilly.  Mennecy  glaze  in  fact  is  brilliant, 
,rin>j;  wet  and  glistening, 
ntintj  on  the  earliest  wares  is  sometimes  a  little  c  rude,  but  at 
st  of  real  vigour.  The  covered  ewer  and  basin  (No.  8)  here 
perhaps,  a  unique  ground  colour  of  lime  green,  is  painted 
birds,  beasts  and  wild  Mowers;  Honey  called  these  'alto- 
r  exceptional',-6  which  is  no  small  praise,  although  the 
beauty  of  the  colour  and  the  painting  and  the  bold  way  the 
S  surface  is  utilized,  is  beyond  even  that.  The  decoration  of 
hildren  'round  groups'  is  also  excellent,  the  muted  colours 
matched  to  the  minute  detail  and  eloquent  movement  of  the 
ping."  A  group  called  'The  Magic  Lantern'  embodies  the 
virtues. JS  In  addition  to  these,  are  two  dwarfed  and  mis- 
ped  Callot-like  figures,  the  modelling  and  colouring  of  the 
in  particular  being  notable.  But  the  most  splendid  Men- 
figure  is  undoubtedly  the  monumental  bust  of  Louis  XV 
u).  placed  high  upon  a  plinth  symbolizing  the  King's 
jury  virtues  of  which,  it  must  be  admitted,  excessively  few 
>lc  had  any  knowledge.29  Here  the  glaze  is  the  ideal  means  of 
Bating  the  piece  and  where  it  has  collected  it  lies  in  milky 
s.  The  bust  was  transformed  into  George  III  at  Chelsea  a  few 
slater  and  may  be  the  work  of  the  modeller,  Nicolas-Francois 
ron.  who  was  employed  at  Mennecy  in  1753  and  later  at 
■Day  and  Chelsea.  Some  Oriental  gentlemen,  potpourri 
s.  imitations  of  the  Vincennes  vases  a  oreilles,  small  boxes  and 
t  bottles  complete  the  list,  all  of  them  having  a  truly  genial 
Sty. 
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sec  also  the  beautiful  Mennccy-Villeroy  candelabra,  fig.  101,  now  in  the 
ky  Collection. 
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ne  of  a  pair:  see  Chavagnac,  #  74,  p.  62,  illustrated  PI.  XIX  . . .  'tres  energiques 
imineux'. 

e  Chavagnac,  #60,  p.  53,  illustrated  PI.  XIV. 
e  Honey,  Vol.  I,  PI.  129b. 

eealso  Savage,  PI.  68a;  as  by  Fournicr,  c.  1750.  Honey,  Vol.  I,  PI.  130 A  gives  a 
:c.  175s  and  mentions  no  modeller.  Chavagnac  calls  the  figure  Naiad:  #46,  p. 
PI.  XXI. 

917-  955.  Chavagnac,  #49,  p.  42. 

)r  Van  de  Voorst;  1917.  954;  not  directly  inspired  by  a  Boucher  design,  but 

bably  dating  from  this  time:  Chavagnac,  #48,  p.  41,  PI.  IX. 

.ee  Chavagnac,  #83,  p.  69,  PI.  XXIII-IV.  The  marks  are  illustrated,  the  gilding 

lbuted  to  Prevost,  and  the  painting  to  Rosset;  the  latter  is  questionable. 

rhe  highly  wrought  patterns  they  used  were  decidedly  different  from,  and 

rsethan,  the  pulsating  ground  colours  of  gros  bleu,  fond  vert,  rose  Pompadour, 

t  is  unquestioningly  called  Vincennes  in  Chavagnac,  #73,  p.  62,  PI.  XVIII. 
:9I7-  1066-9;  Chavagnac,  #140,  p.  113.  Compare  Savage,  PI.  47b. 
Jupid,  1917.  1959;  the  base  of  the  figure  is  incized  on  the  inside,  1762 T,  which 
uvagnac  failed  to  notice:  see  #53,  p.  47.  The  base  for  this  figure  was  painted 
crby  Boulanger.  Psyche,  1917.  960,  with  base  by  Aloncle. 

Chavagnac,  #51,  52,  pp.  45-6,  Pis.  X-XI;  the  figure  of  Madame  de  Pompadour 

is  made  about  1755,  that  of  Louis  about  1770. 

See  1917.  985-6,  Chavagnac,  #78,  p.  65,  PI.  XVII. 

Successively  1917.  976,  Chavagnac,  #66;  and  1917.  979,  Chavagnac,  #68. 
I  1917-  1172-3.  See  also  a  pair  of  bon-bon  dishes,  1917.  1082-83,  with  decoration 
'  Baudouin  and  LeGuay. 

For  example,  a  pair  of  covered,  open-work  chestnut  dishes,  1917.  IOIO-II  which 
n  be  compared  with  the  same  form  111  fond  blanc  with  blue  trimming,  1917. 
•16. 

1917.  1013;  Chavagnac,  #96,  p.  80,  PI.  XXIX. 
1917-  907,  Chavagnac,  #11,  p.  12,  PI.  III. 


12.  Bust  of  Louis  XV,  Mennecy.  Wadsworth  Atheneum. 


25  1917.  950-1.  The  only  Chantilly  figures  mentioned  are  #6,  p.  10,  #7,  p.  10, 
#9,  p.  1 1 :  only  the  latter  two  are  now  at  Hartford,  as  1917.  9°3~4- 

26  1917.  921-2.  See  Honey,  Vol.  II,  p.  418.  Sec  also  Chavagnac,  #26,  p.  25,  PI 
(in  which  the  colour  is  rather  dark) . . .  'excessivement  interessante'. 

27  See  1917.  923, 1917.  935  and  1917.  94°:  Chavagnac,  #27  and  29. 

28  1917.  924,  Chavagnac,  #28,  p.  26,  PI.  VII. 

29  1917.  1509.  This  bust  is  not  included  in  Chavagnac.  Formerly  in  the  D'Yanv 
Collection. 


Above  left.  Leonardo  da  Vinci.  Figure  studies  for  an  Adoration  of  the  Kings.  Pen,  brown  ink,  and  silverpoint,  ioi  >  6J  in.  Above  right.  Albrecht  D  er 
Pacing  charger.  Brush,  grey  ink,  grey  wash,  colour,  8i  >  10  in.  Both  drawings  lent  by  the  Wallraf-Richartz  Museum,  Cologne.  National  Gallery  of  n, 
Washington. 
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Drawings  from  Cologne 

YET  another  superlatively  fine  exhibition  of 
drawings  from  a  great  European  collection 
— this  time,  from  the  Wallraf-Richartz  Museum, 
in  Cologne,  Germany — has  been  organized  by 
the  American  Federation  of  Arts.  After  an 
initial  showing,  as  customary,  at  the  National 
Gallery  of  Art,  Washington,  D.C.,  the  show  was 
on  view  at  The  Pierpont  Morgan  Library,  in 
New  York  from  whence  it  has  proceeded  to  the 
Baltimore  Museum  of  Art  (January  17th  to 
February  15th)  with  a  final  stay  scheduled  at  the 
William  Rockhill  Nelson  Gallery  of  Art  and 
Atkins  Museum  of  Fine  Arts,  in  Kansas  City, 
Missouri  (March  3rd  to  April  4th,  1965). 

The  exhibition  consists  of  seventy  drawings 
and  eight  illuminated  manuscripts  from  Italy, 
Germany,  and  the  Low  Countries.  Except  for 
one  Diirer  drawing,  the  works  are  seen  for  the 
first  time  in  America,  and  many  of  these  were 
little  known  even  in  their  'native'  Cologne  until 
an  exhibition  a  few  years  ago  in  the  newly 
arranged  Print  Room  of  the  Cologne  Museum, 
which  revealed  hitherto  unsuspected  treasures — 
among  them  the  extraordinary  Virgin  and  Child, 


executed  in  brush  and  watercolour,  a  medium 
Diirer  seldom  used.  As  it  cannot  be  connected 
with  any  work  by  Diirer  as  a  preliminary  study, 
it  is  presumed  that  it  was  an  independent, 
finished  drawing.  This  rare  example  was  dis- 
covered as  recently  as  1925,  among  the  anony- 
mous drawings  of  the  German  School  in  the 
collection. 

Another  work  by  Diirer  is  the  powerful  white 
Trotting  Stallion,  starkly  outlined  against  a  jet- 
black  background.  This  work  combines  artistic 
values  with  earliest  evidence  of  scientific  interest, 
as  it  may  be  the  first  proportion  study  of  a  horse. 
It  has  been  pointed  out  that  the  figure  fits  a  grid 
of  sixteen  squares,  based  on  the  length  of  the 
horse's  head.  It  will  be  recalled  that  Diirer's 
researches  in  nature  paralleled — though  certainly 
no  one  will  contend  that  they  equalled — that  ot 
his  older  contemporary,  Leonardo  da  Vinci.  In 
fact,  the  present  exhibition  offers  an  interesting 
opportunity  for  comparison  between  the  admir- 
able but  somewhat  cumbrous  efforts  of  the  great 
German  master  and  the  divine  ease  and  grace  of 
Da  Vinci:  a  drawing  in  the  Cologne  loan  has 
sketches  by  Leonardo  on  both  sides.  On  the 
recto,  arc  studies  of  eleven  male  figures,  drawn  in 


preparation  for  the  great  unfinished  altarp.c. 
The  Adoration  of  the  Magi,  painted  for  the  mas- 
tery of  San  Donato  and  now  in  the  Lizi 
Gallery.  On  the  verso  are  two  studies  of  a  <;b. 
Dr.  Horst  Keller,  Director  of  the  Wahf- 
Richartz  Museum,  writes  perceptively  ,1c1. 
eloquently  of  this  drawing  in  the  catalogued 
reveals  .  .  .  Leonardo's  mighty  and  pulsaig 
feeling  for  existence  in  his  Adonis-like  youtul 
kings,  bowing  in  adoration  before  the  Inn; 
Christ,  and  executed  in  the  most  delicate  :r. 
style ...  It  is  as  if  the  understanding  this  univfJ 
spirit  had  of  art  and  life  had  been  put  in  ic 
great  double-sheet,  and  this  as  completely  as  is 
seldom  found  in  the  world  of  drawings.'  ie 
American  public  is  privileged,  indeed,  toe 
furnished  with  an  opportunity  to  see  at  hne 
this  and  other  priceless  gems  from  the  renovwd 
German  museum. 

As  might  be  expected,  the  main  emphasf  ii 
the  exhibition  is  on  the  German  School,  tfh 
drawings  by  Diirer's  contemporaries  andic 
two  succeeding  generations,  and  ending!" 
Mannerism  with  Hans  von  Aachen.  In  addi'n 
to  the  royal  Da  Vinci  drawing,  the  Italian  sec'm 
includes  drawings  by  Andrea  del  Sarto,  Ip 
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mas  Cole.  Study  for  The  Oxbow,  Connecticut  River.  Oil  sketch  on  academy  board,  5}  x  9§  in.  From  an  exhibition  of  the  artist's  work  held  at  the 
]  nedy  Galleries,  New  York. 


ibiaso,  Palma  Giovane,  and  others.  The 
terlands  are  equally  well  represented,  and 
group  is  rounded  oft  with  a  group  of  eight 
ninated  manuscripts  from,  or  related  to,  the 
doI  of  Cologne.  The  one  serious  lack  is  the 
usion  of  the  French  School  with  which  the 
ibition  would  have  achieved  comprehensive 
esentation  of  European  draughtsmanship  of 
great  period. 

Thomas  Cole  Exhibition 

E  exhibition  of  paintings  by  Thomas  Cole 
m  the  artist's  studio,  Catskill,  New  York', 
ich  was  on  view  at  the  Kennedy  Galleries, 
w  York,  through  December  1964,  brought 
ether  a  group  of  thirty-two  works  of  highest 
Test,  ranging  from  a  small  watercolour  done 
en  the  artist  was  still  in  his  teens,  to  a  study  for 
t  Cross  and  The  World,  Cole's  last  large  series 
unfinished  at  his  death.  These  two  works 
k  as  a  great  deal  more  than  boundary  stones, 
.vever;  they  epitomize  the  twin  currents  that 
lyed  the  artist  throughout  his  life  and  career: 
innate  love  of  the  visible  world  in  all  its 
nifestations,  and  the  solemn  mystical  longings 
t  were  equally  natural  to  him,  although 
ressarily  much  exacerbated  by  the  moralizing 
ie  of  the  age. 

rhomas  Cole  was  born  on  February  1st,  1801, 
Bolton-le-Moor,  Lancashire,  but  emigrated 
th  his  familv  to  the  United  States  in  181 8. 


From  the  start  the  young  man  was  active  as  an 
artist  in  his  new  homeland,  continuing  in  Phila- 
delphia the  work  for  which  he  had  been  appren- 
ticed in  Chorley,  Lancashire:  the  design  of  tex- 
tile prints.  But  this,  and  illustration  work,  was 
but  a  beginning,  and  the  young  artist  soon 
affirmed  himself  as  suited  for  far  better  things. 
In  the  main,  however,  he  was  self-taught,  and 
this  with  its  attendant  disadvantages  meant  also 
that  he  was  able  to  receive,  totally  unhampered, 
the  tremendous  impact  of  new  visual  sensations. 
This  he  has  expressed  with  remarkable  eloquence 
in  a  passage  of  his  Journal,  dated  July  4th,  1835: 
'The  painter  of  American  scenery  has  indeed 
privileges  superior  to  any  other — all  nature  is  new 
to  art — No  Tivolis,  Tenuis,  or  Mont  Blancs 
hackneyed  and  worn  by  the  daily  pencils  of 
hundreds — but  virgin  forests,  lakes  &  water- 
falls feasting  his  eye  with  new  delights — filling 
his  portfolios  with  their  features  of  beauty  and 
magnificence  and  hallowed  to  his  soul  because 
they  had  been  preserved  untouched  from  the 
time  of  creation  for  his  heaven-favoured  pencil.' 
These  were  not  empty  declamations,  but  a  pro- 
fession of  faith,  which  the  artist  was  already 
engaged  in  putting  into  action  as  one  of  the  first 
established  artists  of  the  Hudson  River  School 
and  one  of  the  earliest  leaders  of  American 
landscape  painting.  The  youth  work  had  truly 
proved  prophetic :  the  small  watercolour  show- 
ing the  ruins  of  a  Gothic  castle  on  a  rockv  cliff 


overhanging  a  broad  river  is  marked  by  wild 
Romantic  grandeur,  and  bears  in  germ  all  the 
characteristics  that  were  to  develop  into  Cole's 
mature  style.  The  child  was,  indeed,  father  of  the 
man. 

Throughout  the  oeuvrc  of  Thomas  Cole  there 
runs  a  somewhat  fervid  strain,  the  result  of  the 
antithesis  between  truly  Pagan  joyousness,  an 
ebullient  delight  in  the  beauties  of  the  world 
around  him,  and  the  sense  of  mission  that  led  him 
at  times  to  sermonize  in  paint.  The  Hon.  Andrew 
Shirley  has  said  of  Constable  that  his  artistic 
progress  was  'the  play  of  his  mind  against  his 
generation".  The  same  might  be  said  of  Cole, 
with  the  difference  that  the  American  artist's 
gentler  nature  was  of  a  more  pliant  cast  and 
consciously  welcomed  the  tenets  of  his  age.  But 
the  rebellion,  if  latent  and  on  the  subconscious 
level  was  equally  deep-rooted,  and  we  constantly 
come  across  such  contrasts  as  that  evidenced  in 
the  exhibition  discussed  here. 

A  study  for  the  famous  painting  of  the  Ox- 
bow (now  in  the  Metropolitan  Museum,  New- 
York)  is  a  free  and  spontaneous  notation,  every 
brush  stroke  sparkling,  every  tone  vibrantly 
luminous.  Here  again  one  must  draw  a  parallel 
with  Constable,  not  only  in  regard  to  details  of 
technique,  but  even  more  because  of  the  im- 
perial breadth  of  vision  that  endows  this  minia- 
ture work  with  undoubted  grandeur.  It  is  here, 
indeed,  far  better  than  in  many  of  his  more 
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ambitious  projects  that  one  may  gauge  Cole,  the 
genuine,  unforced  artist.  One  must  marvel 
especially  at  the  magical  justness  and  expressive- 
ness of  the  nervous,  randomly  calligraphic- 
touches  of  the  brush  that  succeed  in  suggesting 
with  absolute  conviction  rows  of  trees  on  the 
lowlands  of  the  peninsula  looped  about  by  the 
two  arms  of  the  river;  these  trees  probably- 
serving  to  divide  the  spacious  meadows  and 
pastures.  What  sweep,  what  freedom  in  that 
clear  sky,  receding  into  so  vast  a  distance.  It  is 
little  wonder  that  the  artist  himself  should  have 
commented,  in  a  letter  to  his  patron,  Luman 
Reed  (February  19th,  1836):  'I  have  already 
commenced  a  view  from  Mt.  Holyoke — it  is 
about  the  finest  scenel  have  in  my  sketchbook . . .' 
One  can  but  concur  with  this  valuation. 

Of  special  interest  in  the  show,  the  only  self- 
portrait  of  Cole,  painted  around  1832 — that  is 
the  time  of  his  Italian  trip — but  in  truth  far  less 
of  a  living  'portrait'  than  the  best  of  his  land- 
scape work.  Also  included  is  one  of  the  artist's 
few  seascapes,  a  view  of  Frenchman's  Bay,  Bar 
Harbor,  Maine. 


William  Merritt  Chase  on  the  West  Coast 

ONCE  more  the  spotlight  has  turned  011  that 
controversial  and  lusty  figurehead  of  American 
art  of  the  turn  of  the  century :  'the  Colonel',  as  he 
was  dubbed  by  James  McNeill  Whistler — no  less 
a  figure  than  William  Merritt  Chase,  whose 
importance  as  a  teacher  admittedly  was  second 
to  none.  (For  a  brief  history  of  this  artist,  and  an 
estimate  of  his  artistic  contribution,  sec 'William 
Merritt  Chase  (1 849-1916),  A  Retrospective 
Exhibition'  in  the  June  1957  issue  of  The  Con- 
noisseur.) The  event  currently  paying  homage  to 
this  sturdy  practitioner  of  la  bonne  peinture  is 
heralded  as  'the  first  retrospective  exhibition  on 
the  West  Coast'. 

The  limited  but  interesting  group  of  forty- 
five  works  was  on  view  initially  at  the  Art 
Gallery  of  the  University  of  California,  and,  in 
succession,  at  the  La  Jolla  Museum  of  Art 
(La  Jolla,  California),  The  Palace  of  the  Legion 
of  Honor  (San  Francisco,  California),  through 
February  7th,  1965,  the  Seattle  Art  Museum 
(Seattle,  Washington)  from  March  3rd  to  April 
4th,  1965 — and  with  a  final  presentation  at  the 
Gallery  of  Modern  Art  (including  the  Hunting- 
ton Hartford  Collection),  in  New  York  City, 
where  it  will  remain  on  view  from  April  27th 
through  May  30th,  1965.  The  show,  therefore, 
spans  the  continent,  as  did  Chase  himself,  who, 
great  life  gourmet  that  he  was,  divided  his  time, 
between  his  East  and  West  studios:  one,  the 
famous  Shinnecock  'Artists'  Village'  on  the 
extreme  Eastern  tip  of  Long  Island  (the  famous 
South  Shore,  site  of  'the  Hamptons')  and  the 
other  on  the  beautiful  Monterey  Peninsula, 
where  he  taught  at  the  famed  old  town  of  Carmel. 

While  most  of  the  works  included  have  long 
been  familiar  to  the  American  public,  there  are 
notable  exceptions,  such  as  the  Seated  Lady  with 
Japanese  Print,  on  loan  from  the  Neuc  Pina- 
kothek,  Munich — and  a  very  lovely  example 
this  is  in  spite  of  the  totally  unimaginative  title. 
It  is  not  unusual  for  works  by  Chase  to  appear 
'nameless'  and  to  have  such  titles  bestowed  upon 


them,  as  it  were  for  temporary  use,  by  compilers 
of  auction  catalogues.  An  instance  in  point  is  the 
famed  painting  of  The  Golden  Lady,  also  included 
in  the  California  show,  and  whom  I  was  delight- 
ed to  meet  with  again,  both  for  her  own  sake 
and  because  I  clearly  recall  how  it  fell  to  my  lot 
to  act  as  'godmother'  to  the  bewitching  but  un- 
known sitter  (then  merely  'Portrait  of  a  Lady') 
at  the  time  of  acquisition  of  the  picture  by  the 
Littlejohn  Foundation  circa  1956-57. 

The  attractive  catalogue,  issued  by  the  Uni- 
versity of  California  and  designed  by  David 
Gebhard,  Director  of  the  Art  Gallery  at  the 
University,  is  provided  with  a  Foreword,  also  by 
Mr.  Gebhard,  and  a  biographical  commentary  by 
Ala  Story,  who  selected  and  organized  the 
exhibition.  The  sixteen  pages  devoted  to  this, 
with  numerous  illustrations,  conclude  with  one 
single  paragraph  of  critical  appreciation: 
'Throughout  his  mature  life  Chase  was  con- 
cerned with  expressing  in  his  individual  style  the 
profound  technical  knowledge  he  had  gained 
through  study  of  the  great  masters  of  the  past. 
His  endeavor  was  to  move  toward  the  future, 
experimenting  and  searching  for  new  values,  all 
of  which  was  part  of  his  teaching  as  well  as  his 
painting.  The  debt  of  American  art  to  William 
Merritt  Chase  has  yet  to  be  computed  in  its 
entirety.  It  will  gather  interest  with  the  years. 
Whatever  valuation  the  future  may  put  upon  his 
work,  his  lifelong  service  to  the  art  he  loved  must 
last  as  long  as  there  are  records  and  histories  of 
art.'  Which  has  rather  the  ring  of  an  obituary, 
and  is  equivalent  to  stating  politely,  that  Chase 
after  all  never  did  find  'the  one  thing  that  is 
necessary'.  This,  unfortunately,  is,  on  the  whole, 
very  true.  Chase  was  a  favourite  of  fortune  in 
every  way:  handsome,  forceful,  talented, 
eminently  equipped  for  the  fight  of  life,  but  one 
recalls  the  admirably  telling  old  Slavic  saying, 
that  differentiates  with  such  finality  between 
talent  and  genius:  'God's  finger  did  not  touch 
him  . . .'  That  timeless  spark,  indeed,  was  missing, 
and  one's  heart  bleeds  at  the  necessity  of  refusing 
the  final  accolade  to  the  excellent,  the  peerless 
'Papa  Chase'. 

It  should  be  recorded  that  the  very  important 
Littlejohn  Collection  of  paintings  by  Chase,  the 
largest  group  of  its  kind  in  the  United  States 
(The  Parrish  Art  Museum,  Southampton,  Long 
Island);  was  assembled  during  the^ crucial  and 
difficult  war  years  and  solely  from  material  dis- 
covered in  New  York  and  vicinity  by  one  deter- 
mined searcher,  Boleslaw  Mastai.  The  salvage  of 
the  then-neglected  Chase  chefs-d'oeuvre  was 
accomplished  at  a  time  when  a  prominent  resi- 
dent of  Southampton  (very  typical  in  this  respect) 
could  ask,  in  all  seriousness:  'But  now,  who  on 
earth  was  this  fellow  Chase?' 

The  pendulum  has  now  swung  to  the  other 
extreme.  With  the  tremendous  surge  of  interest 
in  art  generally,  and  in  American  art  more  par- 
ticularly, the  innumerable  novices  that  have 
climbed  aboard  'the  art  wagon'  are  searching 
about  desperately  for  subject  matter.  It  seems 
likely  that  Chase,  among  others  of  the  same 
highly  respectable  breed,  is  about  to  undergo  an 
apotheosis  of  the  sort  described  in  modern  par- 
lance not  as  Elysian  but  as  'Holly woodian'. 


William  Merritt  Chase.  Dorothy,  Helen  and  Bc- 
the  artist's  children.  Oil  on  canvas  77A  X  481 
The  Nen'house  Galleries,  Neu<  York. 

A  Chase  Family  Group 

CHASE'S  renderings  of  his  children,  in  vari.^ 
moods  and  costumes,  whether  actual  or  fancii 
(e.g.,  Helen  as  a  Spanish  Infanta)  or  a  mixturot 
both  (as  in  Portrait  of  Daughter  Alice,  includeui 
the  exhibition  reported  upon  above)  are  leg V- 
but  seldom  has  he  achieved  the  exquisite  bi  d 
of  realism  and  poetry  to  which  he  was  inspiii 
by  the  delightful  trio  shown  above:  Don 
Helen,  and  Boh — the  artist's  children. 

This  is  an  example  of  Chase  at  his  best,  bot 
a  portraitist  of  the  'haute  ecole',  which  necessa  v 
implies  both  a  dazzling  display  of  techn 
prowess  and  psychological  insight  of  no  m  D 
order.  The  painting  is  now  on  view  at  the  Nc- 
house  Galleries  in  New  York  City — a  fla 
which,  with  a  long-established  branch  in  . 
Louis,  Missouri  (Chase's  own  home  grour ) 
can  boast  an  almost  proprietary  interest  in  1 
artist,  whose  work  they  handled  from  the  sti 
Under  their  imprints  two  valuable  publicati  s 
devoted  to  Chase  were  issued  in  1927 — i.e.,  <R 
year  prior  to  the  American  Academy  show- 1 
which  one,  issued  in  limited  edition,  contaii 
moving  introduction  by  the  widowed  A 
Gerson  Chase.  (The  work  we  illustrate  he 
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f  /f/V.  Ebony  cabinet  on  stand,  tortoise-shell  and  ivory  inlay,  ormolu  mounts.  Height:  77  in.  Flanders  (Antwerp)  c.  1680.  Part  of  an  exhibition  of 
works  of  art  acquired  by  The  Toledo  Museum  of  Art,  1959-1964.  Above  right.  St.  Ambrose,  from  the  companion  volume  to  the  'Hours  of  Cath- 
e  of  Cleves'  which  was  recently  discovered  in  a  European  private  collection,  and  which  are  both  now  in  The  Pierpont  Morgan  Library,  New  York. 


cars  in  both  publications,  respectively  as 
1  and  22.)  The  value  set  by  Mrs.  Chase  on 
portrayal  may  well  be  imagined.  How  few 
triers,  one  cannot  help  but  reflect,  have  ever 
>yed  such  a  privilege  as  to  see  their  children 
s  immortalized  in  all  their  loveliness  and 
ithful  charm.  Echoes  of  the  immortal  lines 
vitably  rise  to  mind :  forever  young,  forever 
,  and  surely  forever  loved — at  least  as  long  as 
lit  and  canvas  endure — the  maternal  little  girl 
it  over  her  doll  (Helen),  the  proud  dark  boy 
)b)  whom  his  father  loved  to  portray,  as  here, 
he  guise  of  a  princeling  (note  the  gold-headed 
e,  and  the  buckled  shoes  reposing  on  a  silken, 
idled  pillow)  and  the  protective  elder  sister 
frothy),  at  that  odd  and  exquisite  age  when 
■liorc  a  child  and  not  quite  yet  a  young 
iman.  Excellent  likenesses,  all  three,  and  above 
essential  likenesses — it  is  almost  weird  to 
a- the  unique,  indefinable  stamp  of  personality 
carried  over  from  the  babyish  features  to  the 
antenance  of  maturity,  charged  with  the  ex- 
rience  of  a  lifetime  and  still  marvellously  'one' 
th  the  innocent  child's  face. 
The  two  younger  members  of  the  group  are 
ited  on  a  rather  famous  piece  of  furniture  from 
;  Chase  household :  'The  White  Bench',  to  be 


seen  in  the  picture  by  that  title  (Littlejohn 
Collection)  illustrated  in  the  June  1957  number 
of  Tlic  Connoisseur  referred  to  above.  It  was, 
indeed,  because  the  white  bench  was  so  un- 
deniably the  focus,  or  'star',  of  this  almost 
abstract  interior  study  that  the  title  was  sug- 
gested, and  found  acceptable,  when  it  became 
necessary  to  name  the  painting  after  its  incorpor- 
ation in  the  Littlejohn  Collection.  (It  was,  in 
fact,  the  first  acquisition,  the  kernel  from  which 
this  remarkable  group  developed.) 

The  beauty  of  colouring  of  Dorothy,  Helen, 
and  Bob  ...  is  immediately  apparent,  while  the 
alliance  of  opaline  and  nacreous  tones  against  a 
dusky  and  yet  warmly  glowing  background  is 
characteristic  of  Chase  at  the  top  of  this  form. 
This  was  also  commented  upon  in  connection 
with  The  White  Bench,  a  work  done  in  1905,  so 
that  one  may  reasonably  place  Dorothy,  Helen, 
and  Bob  ...  in  that  same  year.  This  supposition  is 
strengthened  by  comparison  with  the  portrait  of 
Dorothy  (with  conical  straw  hat,  and  hands  held 
behind  her  back)  in  the  John  Herron  Art  Insti- 
tute (Indianapolis,  Indiana)  done  in  1902,  and 
where  the  little  girl  appears  just  that,  not  yet  a 
'young  lady'  in  the  bud  as  in  this  portrayal  three- 
years  later. 


Glass  goblet.  Height:  9;  in.  England,  1714.  Part 
of  an  exhibition  of  100  works  of  art  acquired  by 
The  Toledo  Museum  of  Art,  1959-1964. 
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Continued  from  'Connoisseur's  Diary'  page  121 

Edward  VH's  Machine  Gun 

IT  would  be  interesting  to  know  how  King 
Edward  VII  originally  acquired  the  extraordin- 
arily rare,  eighteenth-century  (second  quarter) 
30-barrcl  flintlock  'fire  carriage',  or  machine 
gun,  illustrated  on  page  XXV,  for  this  sovereign 
originally  presented  it  to  what  was  then  the 
Royal  United  Services  Museum  in  Whitehall. 
London.  It  was  referred  to  in  the  official  cata- 
logue (8th  edition,  p.  58)  as:  'a  muzzle-loading 
flintlock  capon  composed  of  a  number  of 
muskets  to  simultaneously,  being  operated 
by  two  men  .  The  machine  is  charged  by 
means  of  the  stet  rods  in  the  barrels,  the  travel- 


ling brass  plate  acting  as  a  gauge  for  guiding  the 
rods.  After  firing,  the  weapon  could  be  re- 
charged in  about  four  minutes'.  A  Patent  for  a 
similar  weapon  was  granted  to  William  Drum- 
mond  in  [626. 

Reconstruction 

The  thirty  barrels  are  half-round,  half-octag- 
onal, each  having  full  London  Proofs  and  addi- 
tional crowned  F  (Foad)  mark.  The  combined 
locks  and  hand  grips  arc  attached  as  separate 
units,  and  the  whole  unit  has  now  been  mounted 
on  its  carriage  and  reconstructed  as  near  as 
research  has  allowed.  Mountings  and  plates  are 


composed  of  brass,  with  steel  reinforcements.  • 
An  interesting  feature  is  that  the  barrels  : 
slightly  splayed  in  their  mounting  at  the  muzi 
in  order  to  give  a  wide  angle  of  fire.  The  \i 
hand  lock-chain  fires  along  the  lower  battel 
the  right  hand  in  the  opposite  direction  alcj 
the  top. 

The  term  'fire  carriage'  was  also  given  to  tj 
interesting  weapon  in  the  Illustrated  War  Ni 
(13th  September,  1916,  p.  2)  in  an  article  'T\ 
beginnings  of  War  Machines:  The  Machj 
Gun'  (illustrated).  Messrs.  Fairclough  are  to 
commended  on  having  acquired  such  a  rcmai 
able  early  machine  of  war. 
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Left  A  fine  Chippendale  carved  wood  and 
gilt  mirror.  Circa  1765 

Height  50  in. 

Width  23  in. 


Below  left  A  small  l8th-(  lentury  side  table 
with  charming  Chinoiserie  decoration  on 
a  deep  yellow  ground;  the  borders  in 
black  and  gold.  Circa  1785 

Length  26  in. 

Depth  18  in. 

Height  29£  in. 


Below  right  A  fine  Regency  period  two- 
tier  dumb  waiter  in  faded  mahogany  with 
its  original  pierced  brass  galleries  to  the 
trays.  Circa  1805 

Height  38£  in. 

Diameter  28J  in. 


STANLEY  J.  PR  At' 

LIMITED 

27  MOUNT  STREET,  LONDON, 
GROsvenor  1747/8 


A  circular  Regency  tripod  table  with 
Derbyshire  marble  mosaic  top  and 
gilt  and  bronzed  decoration. 
2  ft.  9  in.  diameter 
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CHRISTIE'S 

will  offer  at  auction  on  FRIDAY,  MARCH  19th 

HIGHLY  IMPORTANT  PAINTINGS  BY  OLD  MASTERS 

Sold  by  Order  of 

Sir  Francis  Cook,  Bart..  Lady  (Brenda)  Cook,  and  the  Trustees  of  the  Cook  Collection 


The  Grand  Junction  Canal  at  Southall  Mill    36  in.  by  48  in.  -  Joseph  Mallord  William  Turner 


A  Family  Party-  21  in.  by  29A  in.  by  William  Hogarth 

Also  works  by:  Rembrandt,  Velasquez,  and  Durer 


Our  Representative  in  America: 
ROBERT  M.  LEYLAN 
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In  the  Galleries 
Art  in  the  Modern  Manner 
Drawings  by  Elizabeth  Blackadder 
The  Connoisseur's  Diary 
Paris  Dispatch 

Victorian  Olla  Podrida  at  London's  Newman  Gallery 
On  Land  and  Water  at  the  Leonard  Koetser  Gallery 
The  Art  Market 
International  Saleroom 
Books  Reviewed 
Books  Received 

The  American  Connoisseur 

Pierre  Paul  Prud'hon's  'Study  of  a  Nude  Woman' 
America's  cultural  debt  to  J.  P.  Morgan.  Meissen  porcelain  from  his  collection  at  Wadsworth 
Atheneum  graham  hood 

The  American  collections  of  Mrs.  Whiting:  1.  Ashridgc  at  Scarborough-on-Hudson,  New  York 

JOSEPH  T.  BUTLER 

The  Connoisseur  in  America  m-l.  d'otrange  mastai 

©  March  1965.  National  Magazine  Company  Limited 
On  Cover 

Francois  Hubert  Drouais  (1727-1775).  'Bernard  Marie  Joseph  Pierre  Dufort,  Count  de  Chevcrny". 

On  canvas,  size  27!  x  22J  inches,  oval 
Recently  in  the  possession  of  the  Newhoase  Galleries,  15  East  57th  Street,  Neiv  York,  N.Y.,  U.S.A. 

Colour  Plates 

Pierre  Paul  Prud'hon.  'Study  of  the  figure  of  Innocence  for  the  painting  "L' Amour  scduit 

l'lnnocence"  '. 
///  the  collection  of  Mr.  and  Mrs.  George  Farrow 

Harlequin  with  a  Jug,  modelled  by  J.  J.  Randier  in  1740,  Lovers  with  a  Birdcage  and  The  Thrown 

Kiss,  modelled  by  J.  J.  Handler  in  1736 
Meissen  porcelain  from  the  J.  P.  Morgan  collection  in  the  Wadsworth  Atheneum,  Hartford,  Connecticut 
The  Dining  Room  in  Mrs.  Giles  Whiting's  country  house,  Ashridge  at  Scarborough-on-Hudson, 

New  York 
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The  Connoisseur,  March,  1965 


By  Appointment 
to  H.M.  Queen  Elizabeth 
The  Queen  .Mother 


By  Appointment 
to  H.M.  Queen  Elizabeth  I! 
Jewellers 


By  Appointment 
to  the  late  Queen  Mary 


138  REGENT  STREET,  LONDON,  W.l 

AND  AT  LLANDUDNO 


A  HANDSOME  TEA  SERVICE  BY  CARL  FABERGE 


A  handsome  Tea  Service  by  Carl  Faberge  comprising  tea-pot,  stand  and  lamp,  hot  water  jug,  two  handled  bowl, 
sugar  basin  with  cover  and  cream  jug,  each  on  a  beaded  foot  and  chased  round  shoulder  with  a  decorative 
border  on  a  granulated  ground  with  reeded  handles,  and  pine  cone  finials;  the  tea-pot,  stand  and  lamp  with  four 
fluted  scroll  bracket  feet.  Ivory  insulating  rings. 

Each  piece  is  fully  signed  with  the  mark  of  the  House. 


Our  contributors 
in  this  issue  include : 

J.  F.  hayward,  Deputy  Keeper  of  the  Department 
of  Woodwork,  the  Victoria  and  Albert  Museum. 

ADA  polar,  Representative  in  London  of  Nor- 
wegian museums,  art-historian  of  antique  glass. 

A.  c.  sewter,  Head  of  the  History  of  Art  Depart- 
ment, Manchester  University. 

louise  s.  Richards,  Associate  Curator,  the  De- 
partment of  Prints  and  Drawings,  the  Cleveland 
Museum  of  Art,  Ohio. 

guido  marinelli,  art-historian,  correspondent  of 
the  Revue  of  Italian  Studies,  specialist  in  medi- 
aeval architecture. 

graham  hood,  of  Yale  University  Art  Gallery, 
one  of  America's  leading  historians  of  porcelain. 


Next 

month  in 

The  Connoisseur 


The  April  number  of  The  Connoisseur,  the  international  rt 
magazine  designed  to  meet  the  tastes  and  requirements  ores 
readers,  will  include  the  following  contents : 

Dr.  Donald  Strong,  Assistant  Keeper  of  the  Departmen  t 
Greek  and  Roman  Antiquities,  the  British  Museum,  giis 
the  first  published  introduction,  with  25  illustrations  n 
colour  and  monochrome,  to  some  unknown  and  unrecorcd 
Classical  Sculpture  originally  collected  by  W.  W.  Astor  id 
now  in  the  Italian  Garden  at  Hever  Castle,  Kent. 

Luke  Herrmann,  Assistant  Keeper  of  the  Department  if 
Western  An,  the  Ashmolean  Museum,  on  the  paintings  cd 
drawings  of  Thomas  Uzvins,  R.A.,  and  supporting  illustratio.. 
Anthony  Coleridge,  with  a  number  of  unpublished  origiil 
accounts  and  illustrations  of  furniture,  examines  the  worfof 
George  Bullock,  cabinet-maker,  in  Scotland  for  the  Duke>f 
Atholl,  the  Earl  of  Mansfield  and  Sir  W alter  Scott. 

Thorvald   Krohn — Hansen,   Director   of  Nordenfjeloi 
Kunstindustrimuseum,  Trondljun,  Norway,  describes  ai 
illustrates  an  English  Renaissance  silver  tazza,  discovered 
Norway,  and  its  possible  English  provenance. 

John  Addis,  member  of  the  Oriental  Ceramic  Circle  a;l 
British  Consul  in  Manila,  on  the  dating  of  'Blue  and  Whi 
and  its  challenge  to  collectors :  monochrome  and  colour. 

In  addition  *  all  the  regular  features  including:  The  Ame- 
can  Connoisseur,  International  Saleroom,  Paris  Dispatc, 
Art  Books  reviewed. 


OTHEBY'S 

Founded  1744 

announce  the  Sale  on 
Monday,  29th  March,  of 

N  IMPORTANT  COLLECTION 
OF  PORTRAIT  MINIATURES 
FINE  OBJECTS  OF  YERTU 
AND  WORKS  OF  ART  BY 
CARL  FABERGE 

the  properly  of 
S.  H.  V.  HICKSON,  Esq. 
and  other  owners 


Both  sides  of  a  double  miniature  of  two  children,  by 
Alexander  Cooper,  1J  inches  (actual  size) 


A  miniature  of  a  man  by  Thomas 
Flatman,  signed,  2i  inches 


A  miniature  of  a  Lady,  by  Nathaniel 
Thach,  signed  and  dated  1650.  2\  inches 


An  enamel  miniature  of  Queen  Anne,  by 
Charles  Boit,  signed  and  dated  1705, 
2J  inches 

Illustrated  Catalogue  {19  plates,  one  in  colour)  10s.  Plain  Catalogue  6d.  post  free. 


SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  HYDe  Park  7242  Telegrams:  Abinitio,  Telex,  London,  W.l 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD.  980  Madison  Avenue.  New  York  21 
Telephone:  PLaza  8-2891  Telegrams:  Abinitio,  Telex,  New  York 


Arthur  Devis.  William  Trollop  of  Pembroke  College,  Cambridge. 
29  by  24  inches. 


Illustrated  Catalogue 
(27  plates),  10s. 
Plain  Catalogue  6d.  Post  Free 


SOTHEBT 


Founded  1744 


announce  the  Sale  on  ; 
Wednesday,  10th  March,  o' 


ENGLISH 
EIGHTEENTH  CENTUH 
PAINTINGS  AND  DRAWL 

the  property  of 
ELLEN,  Countess  HARDWICKE,( 
Sir  HUGH  BEAVER,  K.B.I 
and  other  owners 


Francis  Towne.  Landscape  with  a  Stream.  Nov.  29,  1798. 


OTHEBY'S 

Founded  1744 

announce  the  Sale  on 
Wednesday,  24th  Mareh,  of 

HIGHLY  IMPORTANT 
OLD  MASTER  PAINTINGS 

the  property  of 

Captain  P.  J.  B.  DRURY-LOWE 

Mr.  PHILIPPE  R.  STOCLET 

(from  the  Collection  of 

the  late  Adolphe  Stoclet) 

the  Estate  of  the  late 
Dr.  AXEL  WENNER-GREN 

GWEN,  Ladv  MELCHETT 

and  other  owners 

Illustrated  Catalogue  (42  plates),  10s. 
Plain  Catalogue  6d.  post  free 


Roelandt  Savery.  A  Flower  Piece.  On  panel,  signed  and  dated  1 
9i  by  6|  inches. 


VII 


MAAS  GALLERY 

Exhibition  of  Early  English  Water-colours 


including  works  by 

J.  CONSTABLE,  D.  COX,  P.  DE  WINT,  H.  FUSELI 
J.  GILLRAY,  J.  MARTIN,  S.  PALMER,  T.  ROWLANDSON 
P.  SAND  BY,  W.  TA  VERNE  R,  J.  M.  W.  TURNER,  J.  ZOFFANY 

and  others 

March  1st -19th 

Weekdays  10  -  5    Saturdays  10  -  li 

15a  CLIFFORD  STREET,  NEW  BOND  STREET,  LONDON  Wl 

REGent  2302 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 


M.  Harris  &  Sons 


ESTABLISHED  1868 


A  fine  Regency  rosewood  Commode,  having  satinwood  panels  and  giltwood  decoration. 
Width:  48 h  inches.  Depth:  17  inches.  Height:  32  inches. 


44lS2  New  Oxford  Street,  London  W.C.i 


Telephone:  Museum  2121 


Telegrams:  Artisonne  London  WC1 


tetfteti  an 


Perez 

112  &  168  BROMPTON  ROAD, 
LONDON  S.W.3 

Telephone  -  KENsington  4411  (4  lines) 
Telegraphic  Address  'CARPEREZET' 

also  PARK  STREET,  BRISTOL 
and  AMSTERDAM 


Antique  Kashan  Carpet. 
Size  10  ft.  6  in.  x  7  ft.  5  in.  Ref.  No.  52582 


The  permanent  Exhibition  Rooms  at  112  Brompton  Road  feate 
a  large  selection  of  Antique  and  Old  Oriental  Carpets  and  Rt . 
Tapestries,  Aubussons,  Savonneries  and  Needleworks. 

Wall  to  wall  carpeting  and  Broadlooms  in  exclusive  plain  colos 
are  available  at  168  Brompton  Road. 

Perez  (Contracts)  Ltd.  will  attend  to  enquiries  from  the  trad 


GREGORY  &  CO. 


(BRUTON  STREET)  LTD. 


ESTABLISHED  1823 


Telephones:  Mayfair  2608/9/0,  2066 

27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
U  P  HO  L  S  T  E  R  Y 
CURTAINS 
C  A  R  P  E  T  S 
C  HA  N  DEL  I  E  R  S 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORA T I ONS 
ELECTRICAL  WORKS 
H   E   A  TING 


VALUATIONS 

A  fine  George  II  table  of  Virginia  walnut. 
Width  30  in.  Depth  20  in.  Height  27  in. 
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WALTER  H.  WILLSON  LTD. 


Elizabeth  I 

ST.  PAUL  ST.  ANDREW 

by  Robert  Planckney 
London  1580 


15  KING  STREET  •  ST.  JAMES'S  ■  LONDON  S.W.i 

WHITEHALL  6463 


An  unusual  pair 
of  Sheraton 

rosewood  standing 
bookcases,  with 
reeded  supports 
on  turned  feet, 
the  enrichments 

picked  out  in  gilt, 
the  tops  having 
shaped  gilt  brass 
galleries. 


I  f  IB  I  ttl 

8  IIP  I  J 

nil 


Height:  36  in. 
Width:  34  in. 
Depth:  15  in. 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON,  W.l.  TELEPHONE  GROSVENOR  7411  (5  LINES) 
AND  AT  BOURDON  HOUSE.  2  DAVIES  STREET,  LONDON  W.l 


El 
51 


An  important  carved  and  gilt  wood,  early  Empire, 
gueridon  of  remarkable  quality,  signed  by  Jacob 
Desmalter  ( 1 770-1 841)  (Jacob  D.  R. Meslce)  and  branded 
with  the  inventory  mark  of  Louis  Philippe,  King  of 
the  French,  as  Duke  of  Orleans  (Chateau  d'Eu).  The 
top,  of  scagliola  and  marble,  has  a  delicate  design  in  the 
Etruscan  manner,  c.  1810 

Diameter:  27^  in.  Height:  28 \  in. 


French  furniture 
and  Sculpture 


Garden  statuary 
and  furniture 


SI 
El 
51 
51 
51 
51 
51 
51 
51 
51 
51 
51 
51 
5 
51 
51 
51 
51 
51 
5 
51 
5 
51 
51 
5 
51 
5 
5 
5 
El 
5l 
5 
51 
5 
5 
51 
51 

El_ 

EitalaEiESEiEiLBEiELgllilataEE 


MALLETT 


_  at 

bourdon  no 


ouse 


2  DAVIES  STREET 


BERKELEY  SQUARE 


W.l 


ENGLISH  FURNITURE — 40  NEW  BOND  STREET,  W.l 


Telephone:  MAYFAIR  2444  5    Telegrams:  MALETHOUS  LONDON 
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M.  NEWMAN  LTD 

Established  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's  and  1/3  Ryder  Street,  London,  S.W.i 

Telephone:  WHItehall  6068/9       Telegraphic  Address:  NEWPIC,  LONDON,  S.W.I 


'Then  by  a  Sunbeam  I  will  Climb  to  Thee'  by  ARTHUR  HUGHES.  1863  (signed  and  dated) 

Canvas  size:  42  x  35£  inches  (107  x  90  cm.) 
Exhibited:  Royal  Academy  1864,  No.  384 
Collections:  John  Hamilton  Trist.  1892 

W.  G.  Rigden 

Miss  G.  Fownes-Rigden 

Exhibition  of  Paintings  and  Drawings 
of  19th  Century  Life 

Full  details  overleaf 


Family  Accounts  by  G.  E.  HICKS  (signed) 
Canvas  size:  9|  x  84,  inches  (24  x  21  cm.) 


Meditating  Mischief 
by  PHILIP  HOYOLL,  1867  (signed  and  dated) 
Canvas  size:  13  X  11  inches  (33  x  28  cm.) 


Leaving  Home  by  T.  J.  HUGHES  (signed) 
Canvas  size:  24  x  20  inches  (62  X  51  cm.) 
Exhibited:  Royal  Academy,  1859,  No.  517 


1M 


|  i")0  signc-d  and  dated 

;  I  Academy,  1850.  No.  424 


The  Broken  Saucer 
by  G.  MARTIN'EAU.  1894  fsigtied  and  dated; 
Canvas  size:  22|  X  \1\  inches  (57  x  45  cm.) 


Sf  LTD 


Scalers'  Association  Ltd. 


Street,  London,  S.W.i 


'(..  LOXDOX.  S.lV.l 


ntings 


77ze  Poetry  Book- 
by  J.  R.  HERBERT,  R.A.  (signed) 
Canvas  size:  20  x  20  inches  (51  x  51  cm.) 
circular 


The  Crossing  Sweeper 
by  WILLIAM  POWELL  FRITH.  R.A..  1893 
(signed  and  dated) 
Canvas  size:  17  x  14  inches  (43  X  36  cm.) 


Sweet  Dreams 
by  SOPHIE  ANDERSON  (signed) 
Canvas  size:  50  x  40  inches  (127  x  102  cm.) 


□ 
□ 
□ 
□ 
□ 
J 

□ 

□ 
□ 
□ 
J 
□ 
□ 
J 
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SIMON  KAYE 


□  ^□^□□□□□□^^^□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□| 
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□ 
□ 
□ 

□  I 
□ 

□ 

□  I 


LIMITED 


Charles  II  silver  tankard 
Date  1680  London 
Maker  J.  Ruslem 
Height  5  in.    Width  at  base  4J  in. 
Weight  19  oz.  15  dwt. 


1b  ALBEMARLE  STREET 
PICCADILLY    LONDON  W.l 


Telephone:  hyde  park  7658  and  5152 

□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□□I 


Members  of  The  British 
Antique  Dealers'  Association  Ltd 


Open  all  day  on  Saturdays 


BIGGS 

°f 

MAIDENHEAD 


ESTABLISHED  1866 


Six  showrooms  of 
antique  furniture  and  silver 
besides  modern  departments 


JOSEPH  KNIBB 
17th  Century  eight  day 
striking  clock  with 
pull  repeat. 

Height  14  in.  width  gi  in. 
depth  6  in. 

Back  plate  of  same 


Members  of  The  British 
Horological  Institute 

Our  staff  includes  fully 
qualified  clock  makers  and 
watch  makers 


26,  28,  30,  32  HIGH  STREET 


MAIDENHEAD 


BERKSHIRE 


TEL.  (3  LINES)  22923,  26363/4 
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BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  H  M.  THE  KING  OF  SWEDEN 


BLUETT  &  SONS 


Oriental  PlorUs  of  £rt 


Islamic  pottery  of  the  early  period  before  the  conquest  by 
the  Mongols,  who  began  to  harrass  the  Near  East  at  the 
beginning  of  the  13th  century,  can  be  divided  roughly  into 
two  distinct  groups:  those  which  were  produced  around 
the  9th  and  10th  centuries  away  from  the  centre,  or 
outside  the  confine  of  modern  Persia;  and  those  which 
were  made  in  the  12th  century  reaching  a  climax  of 
sophistication  in  the  early  years  of  the  13th  at  sites  for  the 
most  part  within  measurable  distance  of  modern  Teheran. 

As  is  so  often  the  case  a  change  in  taste  is  engendered  by 
the  development  of  new  technical  discoveries.  Whereas 
the  earlier  potters  were  restricted  to  the  use  of 
earthenware  clays  covered  by  a  clear  lead  glaze  (often 
over  a  white  slip)  which  could  be  decorated  by  the 
application  of  relatively  coarse  pigments  broadly  applied, 
the  potters  of  the  12th  century  had  at  their  disposal  a 
material  of  a  totally  different  nature.  For  in  that  period 
the  practice  of  making  an  artificial  paste  such  as  had  been 
commoniy  used  in  ancient  Egypt  was  rediscovered, 
whereby  a  white  clay  was  mixed  with  powdered  quartz 
and  fused  with  a  frit  of  quartz  and  potash.  An  alkaline 
glaze  of  the  same  frit  had  the  advantage  of  fusing  with  the 
body  and  did  not  tend  to  flake  as  the  lead  glazes  had  done. 
It  could  be  coloured  by  the  addition  of  various  metallic 
oxides  (or  made  white  by  the  admixture  of  tin)  and  as  the 
body  was  already  white  -  and,  incidentally,  translucent  - 
there  was  no  need  for  an  application  of  slip  except  for 
purely  decorative  purposes,  and  designs  could  be  finely 
carved  or  painted. 

The  body  of  these  later  wares  is  often  remarked  upon  as 
being  coarse  by  comparison  with  the  contemporary 
Chinese  wares,  and  a  slight  criticism  of  the  artistic 
qualities  of  the  Islamic  pots  is  usually  implied. 

Such  comparisons  are,  however,  false  as  the  artistic 
qualities  of  a  work  of  art  are  inseparable  from  the  materials 
from  which  it  is  fashioned.  The  charm  of  such  a  ewer  as  we 
illustrate  is  perhaps  rather  to  be  found  in  the  delicacy  of 
potting  that  is  possible,  paradoxically,  with  material  of 
such  coarse  grain. 


An  early  Islamic  ewer  with  long  spout,  coarse  ivhite  pottery 
covered  with  a  translucent  colourless  glaze 
'Gurgan  type.  Hthjearly  13th  century 
Height  9  j  inches 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 

48  Davies  Street,  Brook  Street,  London,  W.i 


Cables:  "Chineceram,  London-W.l' 


Telephone:  MAYFAIR  4018 


THE  BRITISH 
ANTIQUE  DEALERS' 
ASSOCIATION 

(TW^a  (TN^^T)  (TW^l)  (T^^T)  (T*sto^7)  <TV»^*»>  (T^V^^TxT'^^S^W^T) 

The  537  members  of  the  B.A.D.A.  will,  in  1965,  make  a  major  contribution  to  enhance  Britain's  reputation  as  the  centre  of  tr.| 
World's  fine  art  trade.  Britain's  international  fine  art  trade  in  1963-1964  amounted  to  almost  -£5 1,000,000  in  exports  and  import! 

The  Association's  membership  has  to  be  earned,  is  not  given  lightly,  and  is  reviewed  annually.  B.A.D.A.  members  back  the:! 
advice  on  quality,  authenticity  and  value  with  the  greatest  body  of  expert  knowledge  in  the  World. 

The  Association  is  the  official  body  for  the  certification  of  antiques  for  export  to  the  Commonwealth  and  certail 
foreign  countries. 

It  is  a  condition  of  membership  of  the  Association  that  a  member  shall  not  be  a  party  to  nor  participate  in  any  agreemen 
commonly  called  a  "Knock-out"  agreement  which  is  illegal  by  reason  of  the  provisions  of  the  Auctions  (Bidding  Agreements; 
Act  1927. 

There  are  various  methods  of  selling  antiques  and  works  of  art.  Any  member  of  the  B.A.D.A.  will  advise  you  on  the  mos 
appropriate  method  in  all  cases : 

1.  To  sell  direct  to  a  member  3.    To  sell  to  another  dealer 

2.  To  sell  on  commission  through  a  member         4.    To  sell  by  auction 

20  RUTLAND  GATE,    LONDON,  S.W.y 
KENSINGTON  4128  &  2102 
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!i)f!!;!l! 

An  important,  Adam  Period,  finely  carved 
Statuary  marble  Chimneypiece  with  Brocatelle  inlay 


Length  of  Shelf 
Total  height 
Opening  width 
Opening  height 


S  9k 
4  9i' 
3'  8* 
3'  7i' 


T.  CROWTHER  &  SON 

T.  CROWTHER  &  SON  LTD 

282  NORTH  END  ROAD   •   FlILHAM   •    LONDON  S.W.6 

Telephone:  FULham  137^-7 


LONDON 

69  Upper  Berkeley  Street, 
Portman  Square,  W.l 

Telephone:  PADdington  6595 
Cables:  Vivantique,  London  W.l 


DMfrP 


MANHEIM 


Members  of  The  British  Antique  Dealers'"  Association  Ltd. 
ami  Art  and  Antique  Dealers'  League  of  America 


NEW  YOF< 

46  East  57th  Strt .. 
New  York  22,  N.L 

Cables: 
Vivantique,  New  Y« 


WORCESTER  PORCELAIN  CIRCA  1770 

Very  fine  pair  of  plates,  painted  in  magnificent  colours,  -with  sprays  of  fruit,  large  butterflies 
and  insects.  The  fluted  flanges  are  edged  with  gold.  7i  in.  diameter.  Perfect  condition. 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  AND  LONDON  SILVER  VAULTS  W.C.2 
Hone:  Chancery  3248/49  Telegrams:  Walter  Silvavults  London,  W.C.2  j 




ANTIQUE  SILVER 


Fine  George  III  antique  silver  Punch  Bowl,  date  1776, 
bv  Thomas  Hanuam  and  John  Crouch  of  London.   Weight:  77  oz.  Height:  74  in.  Diameter:  13£  in 
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KAPLAN  GALLERY 


F 


HI 

I  i 


itt«ftt* 


'The  Basin  of  St.  Mark'  c.  I7I0 


Oil  on  canvas  36  x  46  in 
(76  x  I  17  cm 


6  DUKE  STREET 


ST.  JAMES'S 

WHItehall  8665 


LONDON  SW1 


PREMSELA    &  HAMBURGER 

est.  1823 


renaissance 
collection 


ROKIN    120   -  AMSTERDAM 

Also  Amsterdam-Hilton  Hotel.  Rotterdam:  Weena  10  (Hilton  Hotel) 


23  OLD  BOND  STREET,  LONDON  W.l 
MAYfair  6240 
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H  ILMRMAN  &  SONS 

J 


AF TON  STREET  LONDON  Wl. 


■  S  XV  CARTEL  CLOCK  BY  J.  B.  DU  TERTRE 
I    11.  6  in.  Width  I  ft.  6  in. 


R  K    04  4  4  BLAIRTIQUE,  LONDON  W.I 

•mber  of  the  British  Antique  Dealers'  Association  Ltd. 


A  fine  Worcester  Dessert  Service  comprising  two  Ice  Pails  and  Covers,  a  pair  of  Sauce  Tureens  and  Covers,  one  Fruit 
Stand,  four  shaped  Dishes  and  twenty  Plates,  each  piece  painted  with  named  birds  within  lime  green  surrounds, 
the  borders  with  panels  of  flower  sprays  on  a  yellow  and  gilt  ground.    Date  c.  1810 

BEAUCHAMP  GALLERIES       8  beauchamp  place,  london  sw 

Telephone:  Kensington  571 


is  U 


DENYS  WREY  Ltd. 

Members  of  The  British  Antique  Dealers  Association 

45  SLOANE  STREET     LONDON  S.W.I 

J       Telephone:  BELgravia  1813/14 

Period  Furniture  Works  of  Art 
Expert  Restoration  of  Antiques 


An  elegant  Hepplewhite  serpentine  mahogany  card 
table  of  particularly  good  quality,  c  1780,  and  a 
pair  of  English  marble  and  ormolu  cassolettes,  c  1790. 


WE  ARE  ALWAYS  ANXIOUS  TO  BUY  FINE  ENGLISH  ANTIQUE 
FURNITURE 
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ONARD  KOETSER  GALLERY 

SPRING 
EXHIBITION 

of  fine 

DUTCH,  FLEMISH  AND  ITALIAN 
OLD  MASTER  PAINTINGS 

Early  April 

Daily  10  a.m.  -  6  p.m.     Saturdays  10  a.m.  -  i  p.m. 

)alomon  van  Kuysdael  Aert  van  der  Neer  Cornells  de  Heem 

Jacob  van  Kuysdael  Jan  van  Goyen  David  Vinckeboons 

°hilips  Wouwermans  David  Teniers  Johannes  Lingelbach 

Ian  Brueghel  de  Velours  Paul  Brill  Giov.  Dom.  Tiepolo 

Lucas  van  Valkenburg  Clara  Teeters  B.  van  der  Ast  etc. 

Landscapes,  Riverscenes,  Winterscenes,  etc. 

Illustrated  catalogues  4s.  6d.  post  jree 

13  Duke  Street,  St.  James's,  London  S.W.i 

Telephone:  WHItehall  9348/9 
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DAVID  PEEL 


&  CO.  LTD. 


European  Works  of  Art 


CRUCIFIX 
Champleve  enamel 
Limoges  XIII  Century 
Height  1 1 1  inches 
Collection:  St.  John  Hornby 


2  CARLOS  PLACE,  MOUNT  STREET,  W.l 
HYDe  Park  3161 


D.  &  J.  Wellby  Limited, 

(late  I  8  &  zo,  Garrick  Street,  London,  W.C.z.) 

incorporating  Boswell  &  Ward 

JO,  Dover  Street,  Piccadilly,  London,  W.l .  HYDe  Park  0363. 
Founded  by  John  Wellby  in  1810. 


One  of  a  set  of  ten  and  two  Regency  Chairs 


Collector's  treasures;  Htb. 
8=9  Cijutrclj  Street,  MJinbsor,  J^erfcs 

Telephone:  Windsor  60157 

91  feicrl]  s>trrft,  3mcrsl)am,  IBurfes 

Telephone:  Amersham  2713 


RALPH 
COX 

OLD  GREETHAM  INT 
STRETTON,  RUTLANt 

(Great  North  Road( 

Tel :  Castle  Bytham  34i 

Member  of  B  A  D  A.  Ltc 
Italiai 

polychrome,  16th  Centur' 


Also  at 

39  STEEP  HILL.  LINCOLf 
Tel :  2246- 
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LEGGATT  BROTHERS 

ESTABLISHED  1820 


30    ST.    JAMES'S    STREET,    LONDON,  S.W.i 

Telephones:  Whitehall  3772  and  32^2  Cables:  Leggabros,  London  S.W.  1 


«3r 


MOUNT  STREET 


(TVy  arch  is  welcome — come  sTeet,  come  sun.  Not  only  hares  want  to 
Cy'*-/  skip  for  joy. 

The  'Ides  of  March'  and  their  foreboding  remain  familiar — result  of 
endless  schoolboy  performances  of  junus  caesar,  whether  as  victim, 
conspirator,  rhubarb  muttering  rabble  or  audience — although  dim,  because 
one  can  never  remember  the  dates. 

But  March  17th  is  St.  Patrick's  Day,  when  a  gift  of  true  shamrock  is  a 
piece  of  luck. 

Turn  into  Mount  Street  in  search  of  luck  on  a  wild  March  day,  and  at 
Stanley  Pratt's  a  real  'Feast  of  Lanterns'  awaits  in  the  shape  of  a  number  of 
classic  hexagonal  brass  lanterns — late  18th  century  to  Regency — from 
1  ft.  to  3  ft.  9  inches  in  size,  with  one  particularly  handsome  pair  from  Ire- 
land. 

Under  forty  years  is  brief  enough  a  time  in  history,  but  changes  in  taste 
and  fashion  encompassed  in  that  period  can  be  seen  in  three  covered  silver 
quartern  tankards  now  at  A.  B.  Gilbert's.  Charles  II  was  on  the  throne 
when  John  Ruslen  made  the  one  with  chased  acanthus  decoration  in  1677; 
another,  of  the  beautiful  plainness  then  fashionable,  was  made  in  Queen 
Anne's  reign  by  Timothy  Ley  in  1703,  and  the  third,  with  cover  already 
domed  instead  of  flat,  by  Joseph  Ward  in  1 714,  under  the  First  George. 

Silver  fish  have  long  exercised  a  strange  fascination  for  maker  and  collec- 
tor and  at  N.  Stelman's  there  is  a  collection  of  articulated  silver  fishes  of  all 
kinds  and  sizes  (mostly  continental  and  18th  or  19th  century).  They  come 
from  the  collection  of  Baron  von  Distler  Dercscny,  whose  family  at 
Teufelsdorf-Dercseny  in  Transylvania  began  to  form  the  collection  about 
1 80  years  ago. 

Furniture  only  becomes  more  interesting  as  the  personality  of  each 
designer  emerges.  At  Harrington's  there  is  a  striking  mahogany  bookcase 
in  the  manner  of  Thomas  Hope  (before  what  some  regard  as  his  'Egyptian' 
excesses);  with  its  brass  astragals,  ebonised  columns,  dark  grey  marble 


Ayer  &  Co.  (Antiques)  Ltd. 
Barling  of  Mount  Street  Ltd. 
Gilbert,  A.  B.  (Belfast) 
Harrington,  R.  L.  Ltd. 
Kerin,  Gerald  Ltd. 
Mann  &  Fleming  Ltd. 
Peel,  David  &  Co.  Ltd.  (at  No.  2  Carlos  Place,  Mount  Street) 
Pratt,  Stanley  J.  Ltd.  at  No.  27 

Sparks,  John  Ltd.  at  No.  128 

Stelman,  N.  (Antiques  Corner  Ltd.)    at  No.  104 
Waddingham,  Walter  at  No.  99 


at  No.  130 

at  No.  1 1 2 

at  No.  91 

at  No.  120  &  125 

at  No.  9 

at  No.  120b 


ropa  I 


AmericanH  I GROSVENOR 
Embassy  ■  \  square 


Connaught 


MOUNT  STREET 


01    vi  104  !i;"-H  (TTol 


shelf  and  original  grilles,  the  effect  is  bold  and  handsome. 

And  an  unusual  pair  of  Regency  circular  rosewood  tables,  now  at 
Ayer's,  are  after  a  design  by  George  Smith — that  'Upholder  Extraordini 
to  H.R.H.  the  Prince  of  Wales'  as  he  described  himself,  whose  Collcctio, 
Designs jor  Household  Furniture  and  Interior  Decoration  was  published  in  li 
The  delight  of  these  tables  is  in  the  verve  of  their  scrolled  and  moulded 
on  triform  bases. 

The  actual  designer  of  a  rare  set  of  six  painted  armchairs  (early  RegenH 
now  at  Mann  &  Fleming's,  is  not  known,  but  they  retain  their  orig 
decoration  en  grisaille  and  with  their  painted  allegorical  figures  in  s; 
central  ovals  unexpectedly  flanked  by  hops,  they  have  much  charm. 

The  lure  of  Ancient  Rome  overtakes  one  at  David  Peel's,  with  a  s 
17th  century  bust  (12  inches  high)  from  the  Earl  of  Pembroke's  collectl 
at  Wilton.  It  is  of  Vitellius — he  who  struggled  with  Otho  and  Vespa: 
for  the  title  of 'Imperator',  but  whose  legions  (if  one  digs  into  schoolb 
memories)  were  rewarded  for  deserting  him.  As  his  military  reforrr 
Germany  seemed  to  include  field  punishment  (the  offender  having 
parade  all  day  with  full  pack  or  holding  the  10  ft.  measuring  rod)  one  d| 
not  wonder.  Yet  this  face  is  complex  and  interesting. 

Ancient  Rome  has  us  in  a  real  grip  at  Kerin's,  for  there  can  be  see 
marble  head  and  breast,  28  inches  high,  of  whom?  ist-2nd  century?  B.CJ 
period,  the  portrait  is  so  good,  with  lines  of  concentration  on  brow,  ; 
deep  from  nose  to  mouth,  that  one  would  recognise  the  man  alive 
younger  Caesar  without  the  cynicism  or  Augustus  without  the  idealisati 

The  problem  teases  and  worries,  but  Time  and  the  Printer  will  not  vl 
for  the  solution.  Republican  or  emperor,  poet  or  commander  of  the  legic  ¥ 
we  would  like  to  know. 

'What  more  luck  in  the  world  do  you  need  in  one  day?'  growls 
Patrick. 

V.  WARRl 


lSrh  &  19th  Century  English  Furniture  and  Porcelain 
Early  Furniture,  Chinese  &  European  Works  of  Art 
Antique  &  Modern  Silver  &  Old  Sheffield  Plate 
English  &  Continental  Furniture  &  Works  of  Art 
English  &  Continental  Furniture  &  Porcelain,  Works  of  Art 
Antiques  Decorations 
European  Works  of  Art 

18th  Century  English  Furniture,  Chimney  Pieces.  (See  hack  cover) 
Chinese  1 1  'orks  of  Art 

Antique  fewellery.  Bijouterie,  Miniatures,  Boxes  &  Enamels 

18th  Century  English  Furniture,  Chinese  Porcelain,  Dutch  and  ltal 

Paintings 


nn  ly/r  A  Q   f  T  T  \A  T  Th  V  3  BURY  street,  st.  james's 

HUMAo  JLUIVILJdi   ltd.  london,  s.w.i  wh,TEhall  ^ 


HESTER  BATEMAN  SILVER 


Straight  sided  lidded  tankard  with  reeded  body  height 
6  inches    1783    28  ounces 

Very  large  baluster  shaped  mug     19  ounces  1783 
height  6^  inches 

Pierced  sugar  basket  with  bright-cut  swags  and  engrav- 
ing 1783    height  4  inches 

Oval  Teapot  with  beaded  base  and  bright  cut  engraving 
1780    12  ounces 

Oval  Teapot  with  beaded  base  and  bright  cut  engraving 
1784    12  ounces  and  rim 


Rare  salver  with  beaded  border  on  claw  and  ball  feet 
1784    12  ounces    8^  inches  diameter 

Pierced  pepper  pot     1788    Shell  caddy  spoon  1788 


Two  handled  cup  and  cover  with  later  chasing  1788 
height  6  inches 

Rare  fob  seal  circa  1785     Various  oval  wine  labels 

Wine  strainer  fully  marked  1781 

Pierced  sugar  spoon  with  later  chasing  1787 

Set  of  four  oval  salts  on  claw  and  ball  feet  1771 

Pair  of  oval  salts  1783 

Cream  jug  with  later  chasing  and  punched  border  1784 
Set  of  twelve  dessert  spoons  1789 
Set  of  twelve  old  English  table  spoons    1773  and  1777 
ALSO  OTHER  ITEMS  BY  THE  BATEMAN  FAMILY 


de  havilland 


(antiques)  ltd. 


82  fulham  road  s.w.3 
london         telephone  KNIghtsbridge  9203 


THE  CHELTENHAM 
CHANDELIER 

We  illustrate  the  inscription  on 
the  lower  part  of  the  chandelier 
mentioned  in  the  February  1965 
issue  by  Robert  Sherlock,  Esq., 
F.S.A. 

'EDM.  SMITH,  SURGEON,  GAVE  THIS 
TO  YE  CHURCH  OF  CHELTENHAM, 
ANO.  DOM.  1738' 

Purchased  by  us  at  Christie's  and 
sold  to  Temple  Newsam  House, 
Leeds. 

Pratt  &  purge* 

LIMITED 

Members  of  Tlie  British  Antique  Dealers  Association 

Old  English  furniture 
Chimneypieces 

MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON,  S.W.7 

Kensington  8501  and  5704 
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KAPLAN  GALLERY 


6  DUKE  STREET 


ST.  JAMES'S 

WHItehall  8665 


LONDON  SW1 


CHARLES  WOOLLETT  &  SON 

(Members  of  The  B.A.D.A.  Ltd.) 


One  of  a  pair  extremely  rare  Lonpton  Hall  Rose 
anil  Leaf  Dishes  in  natural  colours.  1\  in.  diameter 

59/61    WIGMORE    STREET,   LONDON,   W.  I 

Established  1889  Phone:  Welheck  8664 


BONFIGLIOLI 

THIRTEEN,  THE  TURL.  OXFORD 

AND 

EIGHT,  BYARD  LANE,  NOTTINGHAM 

English  Paintings  and  Watercolours 


'RingwoocT  Bred  by  Sir  Walter  Vavasour,  Bart,  of  Hazlewood 
Oil.  Size:  38  x  50  inches 


Embossed  silver  dish 
AUGSBURG  c.  1680 
by  Hans  Philipp  Stenglin 
I7j  in.  across      22  oz. 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver 

i6c  Grafton  Street,  W.i 

Meriber  of  the  B.A.D.A.  Ltd.  Telephone:  Hyde  Park  1597 
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GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    KEN  1868 
PETER  STRUYCKEN  Contemporary  Dutch  painter 

March  2  -  April  2  Open  daily  10-6 


BROADWAY  ART  GALLERY,  Broadway,  Worcs. 

Telephone  Broadway  3237 

Impressionist  and  20th  Century  Paintings 

SPANISH  MASTERS 


THE  TRYON  GALLERY  LTD 

41-2  DOVER  STREET,  LONDON,  W.i  HYDE  PARK  5161 

Sporting  and  Natural  History  pictures 


OMELL  GALLERIES 

22  BURY  STREET  ST.  JAMES'S 
LONDON  S.W.I  TRA  4274 

FINE  CONTEMPORARY  and  19th  CENTURY  PAINTINGS 


J 


SABIN 

GALLERIES 

4  Cork  St.,  Bond  St. 
REGent  6186 


Specialists  in 
English  18th  Century 
paintings  and  drawings 


XXXII 


el  en  Automne"  Canvas  19 j  in.  x  28 h  in. 


by  A.  Lebourg 


THE  RIM  OF  IMPRESSIONISM 

An  Exhibition  of  Paintings  by 

ANDRE  •  GUILLAUMIN  •  LEBASQUE  •  LEBOURG 
LOISEAU  •  LUGE  ■  MARTIN  •  MAUFRA  •  MORET 
MONTEZIN  •  VIGNON 

1 6th  March  -   3rd  April,  7965 

TOOTH 


Established  1842 


31    BR U TON  STREET 
LONDON  W  1 

Telephone:  GROsvenor  6741  Cables:  invocation  London 
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«  i 


T5£  — — "ifi  f 


Fine  early  1 8th  Century  carved  and  gilded  side  table  with  green  marble 
top.  Length  2  ft.  n  in.  Depth  1  ft.  8  in.  Height  2  ft.  7  in.  Above, 
an  interesting  carved  and  gilded  wall  mirror  of  unusual  design. 
Height  3  ft.  7  in.  Width  2  ft. 


H.  W.KEIL  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

BROADWAY,  WORCS. 

Telephone:  Broadway  2108 


Also  at 

12  NORTH  ROW,  PARK  LANE,  W.i 

Telephone:  Mayfair  1593 


DUITS 


LTD 


Finest  examples 
of 

ijth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,  LONDON,  S.W.i 

Telephone:  Whitehall  744c 


CHELTENHAM 
GLOS. 


MIDHURST 
SUSSEX 


By  direction  of  Miss  M.  Cholmondeley 

CHURCH  HOUSE 
BASCHURCH  Shropshire 


8  miles  from  Shrewsbury 


1 1  miles  from  Oswestry 


Important  Sale  of 
FINE  QUALITY 
ENGLISH  and  FRENCH 
FURNITURE 

of  the  XVIIIth  and  Early  XlXth  CENTURIES 
GEORGIAN  SILVER,  SHEFFIELD  PLATE, 
OIL  PAINTINGS,  BOOKS,  OLD  ENGLISH, 
CONTINENTAL  &  ORIENTAL  PORCELAIN  etc. 
in  a  large  marquee  adjacent  to  the  Residence  on 
THURSDAY,  FRIDAY  &  SATURDAY 
25th,  26th  &  27th  MARCH,  1965 

Commencing  each  day  at  1 1  a.m.  precisely, 
View  day:  Monday  22nd  MARCH,  1965  from  10a.m.  until  6p.m. 

Illustrated  Catalogues  (4/-  each)  from  the  Auctioneers. 
(Catalogues  arc  being  prepared  and  will  be  available  shortly) 

C.  E.  WILLIAMS  &  CO. 

Salop  House,  Salop  Road,  OSWESTRY 
Telephone:  3288/3289 
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E  b  L I S  H      AND      CONTINENTAL      CERAMICS      OF      THE      18  TH  CENTURY 


SSEN,  c.  1744  -  Model  by  Johann  Joachim  Kaendler  -  Height  8i  in.  Width  I  OA  in.,  Augustus  111.  Elector  of  Saxony  and  King  of  Poland,  wears  a  brocaded 
•  n  coat,  a  patterned  purple  waistcoat,  turquoise  breeches,  black  boots:  his  wife  a  dress  embroidered  with  'Indian'  flowers  and  blue  sleeve-turnups,  a  black 

stomacher,  a  yellow  underskirt  and  red  shoes. 


156  BROMPTON  ROAD,  LONDON,  S.W.3. 

ephones:  KENsington  5272  and  3793  Cables:  Porcelique  London  SW3 


MAYORCAS  f^Rf 


LTD 

Member  of  the  BAD  A  Ltd 

38  Jermyn  St. 
St.  James's,  S.W.I 

MAYfair  4195 


EXCEEDINGLY  RARE 
INDIAN  PAINTED  CARPET 

of  fine  cotton,  c.  1700,  from  Rajasthan 


The  fresh  crimson  poppies  and  their 
blue-green  leaves  are  in  bright  con- 
trast with  the  off-white  field  and  the 
border  of  soft  almond  green. 


Overall  size:  25  ft.  6  in.     17  ft.  8  in. 

Size  of  detail  shewn: 
7  ft.  6  in.     9  ft.  6  in. 

(Each  plant  measures  24  in.     18  in.) 


'Crocks"  1922 


ROBERT  BEVAN 
Centenary  Exhibition 

at 

COLNAGHI'S 

14  OLD  BOND  STREET,  W.l 

23rd  March  -  1 3th  April 
Also  at  the  Ashmolean  Museum:  24th  April  to  9th  May 
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HENRY  SPENCER  J 

  &  SONS  — 

ESTABLISHED  1840 

Eric  C.  Spencer,  C.B.E.,  M.A.  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I.C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I.  $ 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 
Sales  of  Landed  Estates  and  Properties 


RETFORD  SALEROOMS 

THURSDAY  and  FRIDAY  I  Ith  and  12th  MARCH 
XVIII  and  XIX  CENTURY  FURNITURE 
PAINTINGS,  WORKS  OF  ART 
Illustrated  Catalogues  2/6d.  each 

By  Order  of  the  Rt.  Hon.  Lord  Grimthorpe 
a  Large  Portion  of 
THE  CONTENTS  OF 
EASTHORPE  HALL,  MALTON,  Yorks 

Thursday  and  Friday  1st  and  2nd  April 
Illustrated  Catalogues  2/6d.  each 

10  The  Square,  RETFORD,  Notts. 

Telephone  2C31-4 
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A  fine  17th  Century 
German  silver-gilt 
pineapple  cup  and  cover  by 
Esaias  Zur  Linden, 
Nuremberg  c.  1620 
Height  201  inches 


An  example  from 
our  collection  of 
early  Continental  silver 


Valuations  for  Probate, 
Insurance  and  Division. 


Telephone:  MA  Yfair  6261  &  6262   Telegram!:  inland,  'Enclose,  Wesdo,  London-;  overseas, ', 


CINOA 


Emblem 
Design  1 
Competition 

CONFEDERATION  INTERNATIONALE  DES 
NEGOCIANTS  EN  OEUVRES  D'ART 


Invite  entries  in  an  International  Contest  for  the  design  of  an  emblem  embracing  the  following  purposes  and  conditions: 

Prize  iooo.o  dollars 

EMBLEM  MUST  CONTAIN  THE  FOLLOWING  WORDING: 

1.  C.I.N.O.A. 

2.  Confederation  Internationale  des  Negociants  en  Oeuvres  d'Art 

3.  Membre  d'Organisation  Affilee 

EMBLEM  MUST  ALSO  CONTAIN  such  symbolism  as  to  be  in  spt 
with  the  following  purposes  of  C.I.N.O.A. : 

C.I.N.O.A.  is  an  organisation  of  the  art  and  antique  dealer  association;^ 
the  United  States  of  America  and  eight  European  countries.  Its  functios 
are: 

(a)  To  promote  goodwill  between  the  art  groups  of  each  nation 

(b)  To  promote  collaboration  between  nations  in  solving  problems  cfl 
cerning  the  international  flow  of  art  and  antiques 

Specifically  the  emblem  should  : 

not  show  the  flags  of  the  various  nations  nor  have  any  geographical  moti 
should  be  sufficiently  simple  so  it  can  be  reduced  in  scale  and  still  e 
effective 

should  have  artistic  merit  and  should  be  more  classical  than  modernn 
feeling 



All  pictorial  media  are  acceptable. 

Entries  should  be  submitted  on  material  no  larger  than  24  in.  x  19£  in.  on 
x  50  centimetres.  (The  proposed  dimensions  of  the  actual  emblem  are  8v 
high  x  65  in.  wide  and  the  emblem  is  for  window  display.) 

Competition  is  open  to  all  artists  in  the  countries  in  which  there  isa 
C.I.N.O.A.  affiliate;  namely,  Austria,  Belgium,  Denmark,  France,  Gni 
Britain,  Holland,  Italy,  The  United  States  of  America  and  the  Fedea 
Republic  of  Germany. 

Decision  of  the  judges  appointed  by  C.I.N.O.A.  is  final.  The  six  b;i 
designs  from  each  country  will  be  selected  by  the  individual  affiliate.  7| 
final  selection  will  be  made  by  the  delegates  to  the  Annual  Meetingr 
June,  1965. 

Entries  must  be  clearly  identified  and  postmarked  no  laterthan  midnight  r 
the  15th  May  1965.  Entries  from  Great  Britain  should  be  sentto 
THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 
20  RUTLAND  GATE,  LONDON,  S.W.7 


Fine  quality,  late  Regency  mahogany,  three-pillar  dining  table,  with  two  leaves. 
Fully  extended:  12  ft.  6  in.  long  x  4  ft.  6  in.  wide 


HARRODS 

ANTIQUE  GALLERIES,  THIRD  FLOOR 
Member  of  The  British  Antique  Dealers  Association 


HARRODS  LTD    KNIGHTSBRIDGE    LONDON  SWI 


Tel  SLOane  1234 


CAMEO 
CORNER 


A  rare  Etruscan  type  gold 
pendant  with  blue  enamel 
and  diamond  centre-piece. 
By  the  19th-century 
jeweller  John  Brogden. 


CAMEO  CORNER  IS  LONDON'S  UNIQUE 
CENTRE  FOR  ANTIQUE  JEWELLERY. 
SPECIAL  COMMISSIONS  AND  ENQUIRIES 
UNDERTAKEN.  OUR  EXPERTS  ARE  HAPPY 
TO  ADVISE  YOU  ON  CHOICE  AND  VALUE. 


26  MUSEUM  STREET,  LONDON,  W.C.I 

MUSeum  0401  Weekdays  9  a.m.- 5 p.m. 

Thursday  until  6.30  p.m.  Saturday  closed  all  day 


Jaent  lutein  Itb 

IN  ASSOCIATION  WITH 

DAVIS  &  SONS  LTD  for  ANTIQUE  FURNITURE 


ESTABLISHED  1830 


209  TOTTENHAM  COURT  ROAD 
LONDON  W.1 


MUSEUM  2328 


A  pale  green  jade  group  of  a  fisherman 
Width:  65  in.    Period:  Ch'ien  Lung 


Jnbc  &  3luon>  iC.irutncrs 


©rirntal  Storks  of  a 


MARTA  SAMPSON 


183B  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 


FLAxman  5522 
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Lemmen 
-1916 


'Maisons  a  la  Hu/pe'  1889 


Oil  on  canvas  21  x  26  in. 

(54     66  cm.) 


TOOTH 

Established  1842 

3  i     B  RU  T  0  N  STREET 
LONDON  Wi 

Telephone:  GROsvenor  6741  Cables:  invocation  London 


MORICE  OSSENDRIJYER 


(London)  Ltd. 
83  BISHOPSGATE,  LONDON,  E.C.2 


Tel.  LONdon  Wall  1 456 


Tel.  Address:  Osencarpet 


We  are  interested  in  purchasing  only  finest  examples 

PERSIAN  AND  ORIENTAL 
CARPETS  AND  RUGS 


Rare  silk  items  of  especial  interest 
Entire  collections  negotiated 


In  Association  with 

Morice  Ossendryver  ( I  *  t  \ )  Ltd., 

\mror  House, 

Marshall  iV:  Simmonds  Street, 
Johannesburg,  South  Africa 


Morice  Ossendryver  (Pvt)  Ltd., 

Salisbury, 

Southern  Rhodesia 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


s- 


I' 


Pair  of  George  III  silver  chamber 
candlesticks  1765  by  Wm.  Cafe 


Pair  of  George  II  silver  salts 
1747  by  George  Wicks 


Promenade 


CHELTENHAM 


George  III  silver  hot  water  jug 
1873  by  John  Schoneld 


Telephone  22821 
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LIMITED 


uque  English  Silver  Old  Sheffield  Plate 

LONDON  43  MUSEUM  STREET  W.C.I.  HOLBORN  2712 

NEW  YORK  104  EAST  57th  STREET  PLAZA  3-8920 
iber  of  The  British  Antique  Dealers^  Association,  Ltd.  Member  of  The  New  York  Antiques  and  Art  Dealers  Association,  Inc. 


In  New  York 


o  famous  women  silversmiths 


%  ^ 


George  I  Salver 
London  IJ26 
Maker :  Sarah  Holaday 
Diameter :  6  in. 
Weight:  8  oz.  10  dwt. 

George  II  Coffee  Pot 
London  IJ2() 
Maker :  Sarah  Parr 
Height :  ~J\  in. 
Weight :  1 3  oz.  1  dwt. 


What  price  wisdom? 


When  you  are  buying  fitted  furniture,  will  you  let  price  com- 
pletely govern  the  quality  of  your  selection,  or  will  you  first 
decide  the  standard  you  really  want  and  then  budget  accord- 
ingly? If  you  are  determined  to  furnish  a  room,  a  complete 
home  or  just  have  one  fitment,  to  your  own  personal  taste,  you 
will  wisely  entrust  this  work  to  the  acknowledged  specialists  - 
Built-in  Furniture  Limited.  This  is  because,  in  the  long  run,  the 
highest  quality  is  your  most  satisfactory  and  most  economical 
choice.  Learn  more  about  the  Built-in  Furniture  approach  to  sen- 
sible furnishing  and  decor  by  writing  for  their  catalogue  today. 


For  free,  fully  illustrated  brochure  write  to 


built-in 


furniture  limited 


Dept.  C.N.  3  65,  116  Wigmore  Street,  London  W.1. 

WELbeck  6849-6840 

Showrooms:  Wigmore  Street  and 

461  Fine  ley  Road,  N.W.3.  HAMpstead  1827 


E.  B.  HAVELL 

'His  writings  are  classics  in  their  field,  well  deserving  the  new 
life  offered  them.'  The  Listener 


The  Art  Heritage 
of  India 


Havell's  works  on  Indian  Art  have  been  out  of  print  for  a  long 
time.  In  view  of  the  insistent  demand  for  them,  two  of  his  most 
important  books,  Indian  Sculpture  and  Painting  and  The  Ideals 
of  Indian  Art  have  now  been  published  in  one  volume. 

'Comprises  a  brace  of  long-out-of-print  classics  by  a  pioneer 
aesthete  of  a  half-century  ago.  Havell's  survey  still  holds.  It 
covers  all  periods,  and  goes  out  on  limbs  into  Java  and  Cam- 
bodia. Edited  with  up-to-date  footnoting  by  Pramod  Chandra.' 
The  Observe 

Colour  and  other  illustrations 
£7  7s.  net 

JOHN  MURRAY 

50  Albemarle  Street  London  Wl 


Chinese  Snuff-Bottles 

Edited  by  Hugh  M.  Moss 

The  second  issue  of  this  magazine  will  be  available  early 
in  March  from: 

Hugh  M.  Moss 
38  Inner  Park  Road 
Wimbledon 
London,  S.W.19 

Price  12/6.  (U.S.  $2.00)  Post  free. 
Cheques  to  be  made  payable  to  Hugh  M.  Moss. 

Articles  include: 

'What  constitutes  an  "Important"  Snuff-Bottle?' 
'The  C.  Green  Collection' 

'How  to  Buy  Interior  Painted  Snuff-Bottles,  Part  II' 

'An  Historical  Background  to  the  Chinese  SnufF-Bottle, 
Part  If 

Also  Editorial,  Letters  section,  etc.  With  over  a  dozen 
colour  plates  and  many  half-tone  illustrations. 
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XLIV 


FROST  &  REED  L1 


FSTABLISHED  IN  THE  REIGN  OF  GEORGE  III 


'Muscat'  'Cape  Comorin' 


tcrosting  and  rare  set  of 
igs  In  T.  L.  Hornbrook 
o.  All  are  signed  and 
in.  X  i  8  in.  Hornbrook 
.it  the  Royal  Academy 
S44  and  was  Marine 
)  the  Duchess  of  Kent 
daughter,  later  to  be 
kieen  Victoria. 


The  paintings  depict  brigs  of  the 
Indian  Marine  and  were  com- 
missioned by  an  officer  of  that 
service.  The  Indian  Marine  was  a 
private  navy  connected  with  the 
Honourable  Fast  India  Company 
and  the  striped  ensign  is  that  of 
the  service. 


'Gulf  of  Persia' 


'Bombarick  Rock' 


'Shenaz' 


re  Street 
istol 


41  New  Bond  Street 
London,  W.i 

MAYfair  24^7 


f 


Fine  Old  Chinese  Ceramics  and  Works  of  Ai 

SYDNEY  L.  MOSS 

LTD. 

Member  of  the  B.A.D.A. 

are  pleased  to  announce  their  forthcoming 

EXHIBITION  of  CHINESE  SNUFF-BOTTLE 

Being  a  Private  Collection  of  over  200  Snuff-bottles 
with  fine  examples  in  Lapis  Lazuli,  Lac  Burgaute, 
Coral,  Jade,  Agate,  Ivory,  Amber,  Canton  Enamel, 
Porcelain,  Turquoise,  etc. 

to  be  held  at 

51  BROOK  STREET 
LONDON,  W.I 

(in  the  Claridge's  Hotel  block) 

from  10.30  a.m.  on  Wednesday,  17th  March, 
until  4.30  p.m.  on  Thursday,  1st  April. 

The  collection  described  in  a  well  illustrated  Catalogue 

Left:  Three  fine  examples  from 
the  collection  in  Lapis  Lazuli. 
Malachite  and  Turquoise 


Telephone:  MAYfair  4670 


Cables:  ESELEM,  London,  W. 


LONDON 

CITY  SHOWROOM 

18  Leather  Lane,  E.C.I 
Holborn  4633 


FREEMAN  &  SON  LTD 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 


NEW  YORK 

NEW  YORK  SHOWROOM 

12  East  52nd  Street 
Plaza  9-6900 


Paul  Storr 


George  III  soup  tureen  by  Paul  Storr 
London  1806 
Weight  148  oz. 
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XL  VI 


WIL  DEN  STEIN 


I 


a 


Spinello  Aretino 


The  Infant  St.  John 


By  kind  permission  of  the  Walker  Art  Gallery,  Liverpool 


LOAN  EXHIBITION 

THE  ART  OF  PAINTING 
IN  FLORENCE  AND  SIENA  1250-15 

In  aid  of  The  National  Trust  and  The  National  Art-Collections  Fund 
until  10th  April 

Weekdays,  including  Saturdays,  10.0  -  5.30  p.m.       Thursdays  10.0  -  8.0  p.m. 
Admission  3/6 

147  NEW  BOND  STREET,  LONDON,  W.  i 

Mayfair  0602 


O'HANA  GALLERY 

13   CARLOS  PLACE   GROSVENOR  SQUARE  LONDON  W.  1     GROsvenor  1  ^2 


Arroyo 
Behan 
De  Coninck 
Garbell 
Pelajo 
Rebevrollc 
Tapies 

Bolin 
Cottavoz 
Kimura 
I  esieur 


Debre 
Lanskov 

Merer 
Riopelle 

Bcrrocal 
Bun 
Gilioli 
Richier 
Soto 
Takis 


Dimanche  a  la  Plaac 


EXHIBITION  OF 
CONTEMPORARY  PAINTINGS  AND  SCULPTURE 


studio 

international 


studio  international 


monthly  6/- 


Studio  is  the  leading,  most  attractively  produced,  international  art 
magazine  exclusively  devoted  to  twentieth-century  art.  With  its  new, 
enlarged  format,  each  month  Studio,  supported  by  an  unusually  large 
number  of  monochrome  and  colour  reproductions  of  superlative  quality, 
provides  in  its  authoritative  articles  a  unique  coverage  on  every  aspect 
of  contemporary  painting  and  sculpture — everywhere.  Studio  is 
respected,  its  opinions  are  an  indispensable  guide  to  all  who  advise  on, 
sell,  collect  or  invest  in  the  works  of  art  of  today  which  will  be  the 
antiques  of  tomorrow. 

Obtainable  from  all  good  booksellers  and  newsagents  or  annual  subscription 
(£3-12-0)  post  free  from  the 

Subscription  Dept.  Be/grave  Library,  22  Armoury  Way.  London,  S  W.18 
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Finmere  House 


JEAN  and  JOHN  FLOWER 


Antique  French  mantelpieces  in  marble  and  stone 


FINMERE,  near  BUCKINGHAM 


m 


V 


A  very  fine  quality  antique  French  white  marble  mantelpiece  with  a  slightly  bowed  frieze. 
Width  of  shelf  56±  in.  Heieht  421  in.  Depth  16  in. 


An  oil  painting  showing  the  Princess  Isabel  1676-1681,  daughter  of  the  Duke  of  York 
(afterwards  James  II)  and  Mary  of  Modena  by  Sir  Peter  Lely,  From  the  collection  of  the 
Earl  of  Suffolk  at  Charlton  Park,  Wiltshire.  Height  57  in.  Width  48  in. 


AUCTION  SALE  IN  PARIS 
PALAIS  GALLIERA 

10,  Avenue  Pierre  ler  de  Serbie 

MARCH  and  APRIL  1965 

Auctioneer:  Me  E77ENNE  ADER,  12,  rue  Favart,  PARIS-  RIC  68-23 

OBJECTS  of  ART 
and 

FINE  FURNITURE 

Mainly  of  the  18th  century 

Porcelain  -  Faiences  -  Sculptures  -  Silver 

OLD  MASTER  PAINTINGS 
MODERN  PAINTINGS 

FURNITURE 

Bearing  the  stamp  of  Master  Cabinet  Makers 

Old  Tapestries 

Experts:  Messrs.  Damidot,  Dillee,  Lacoste,  Pacitti, 
Catroux,  Fromanger 


An  exhibition  of  paintings  by 


JOHN  STREVENS 

at 

THE  CHRISTIE  GALLERY 

BEDFORD 

from 
Tuesday 
2nd  March 

until 
Saturday 
13th  March 
9a.m. -6p.m. 
daily 

Most  of  the  work 
has  been  painted 
for  the  exhibition 

and  all  the 
paintings  are for 
sale. 

Bedford  is  one 
hour  from  St. 

Pancras  by 
frequent  train 
service  or  is  easily 
reached  by  road 
via  the  Mi. 

THE  CHRISTIE  GALLERY 
54  ST.  LOYES,  BEDFORD   Telephone:  Bedford  4536 


i 


THE  1965 


/MIDLAND 
ANTIQUE 
DEALERS 
FAIR 


M         PATRON:  THE  RT.  HON.  LORD  LEIGH  T.D. 

I  TUESDAY  27th  APRIL 

I  to 

F  SATURDAY  1st  MAY 

11.0  a.m.  to  9.30  p.m.  daily 

at 

SOLIHULL 
CIVIC  HALL 
WARWICKSHIRE 

Official  opening  on  Tuesday  27th  April  at  2-15  p.m. 
by 

LADY  MONTAGU  OF  BEAULIEU 

Every  exhibit  for  sale  Admission  3/6 


ARMCHAIR  (one  of  a  suite  of  seven  armchairs  and  two  low 
canapes)  stamped  by  BRION  and  MAIGRET,  cabinet 
makers  to  NAPOLEON.  A  gift  from  France  to  the  Sultan 
of  Turkey  during  the  1  st  Empire. 

Ref:  'Les  Ebenistes  Parisiens'  by  Madame  Ledoux-Lebard 
p.  54  and  p.  202. 

Write:  A.F.E.,  69,  rue  d'Amsterdam,  Paris  8e. 
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hasar  van  der  Ast  1590-after  1656.  Signed  and  dated  1641 


11 J  x  18J  in.  (30  x  47-5  cm.) 


Old  Master  Exhibition 

30th  March  -  30th  April 

Including  works  by 

Giovanni  Antonio  Pellegrini,  Giuseppe  Recco,  Pietervan  Bloemen,  Viviano 
Codazzi,  Cornclis  van  Poelenburgh,  Joseph  Heinz  the  Elder,  Pierre  Gobert, 
Franciscus  Carre,  Willem  Frederik  van  Royen,  Pieter  van  Noort,  Alessandro 
Magnasco  (attributed),  Nicolaes  Maes,  Francois  Boucher,  Jacob  van  Ruisdael, 
Domenico  Corvi,  Dirk  Hals,  Gillis  Claesz  de  Hondecoeter,  Jan  van  Kessel 

Gallery  Lasson 

57  Jermyn  Street  London  SWi  Mayfair  6981 


LI 


PETER  TOBIN 

In  association  with  Carl  Ziegler  Ltd. 

Old  English  Furniture 
Decorations  and  Restorations 

44  HARRINGTON  ROAD 
LONDON  S.W.7 

Kensington  6646 
Exhibiting  at  the  Chelsea  Spring  Antiques  Fair,  May  1965 


A  handsome  wing  chair  with  walnut  cabriole  legs  and 
covered  in  red  hide.  Date  c.  1740 


WADDESDON  MANOR 

Near  AYLESBURY,  BUCKS. 
The  James  A.  de  Rothschild  bequest  to  The  National  Trust 


COLLECTION  OF  FRENCH 
17th  and  18th  CENTURY  ART 

Paintings,  furniture,  porcelain,  carpets,  panelling,  etc.,  as  well  as 
paintings  by  Gainsborough,  Reynolds,  Guardi,  Rubens 

15th  and  16th  Century  Works  of  Art  also  on  view  on  Fridays  only 

Open  31  March  to  31  October  -  2  p.m.  to  6  p.m. 
Bank  Holidays  -  /  /  a.m.  to  6  p.m. 
Charges:  House  and  Grounds  4j-  (Fridays  6/-) 
Grounds  only  I  \- 

Restaurant        Parties  by  arrangement        Free  car  park 

Enquiries:  The  Administrator,  Waddesdon  Manor. 
Aylesbury,  Bucks.  Tel.  Waddesdon  21  I 


OArSBfiOKi:RS.  TRAVIS 


iWHutgate  &3ohnstonl!Itd 


 Established  1815  

Head  office  : 

39/45  FINSBURY  SQUARE,  LONDON,  E.C/2 
also  at : 

LIVERPOOL-MANCHESTER-SOUTHAMPTON 
BELFAST  -  PARIS  -  NEWCASTLE  -  GLASGOW 
TORONTO  -  NEW  YORK  -  MONTREAL  -  LEEDS 
LEICESTER 


CONNECTING  WITH  A  NETWORK  OE  RELIABLE  AGENTS  OVERSEAS 
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French  Clock  A  very  fine  repeater-strike  Carriage  Clock,  with 

Corinthian  columns  and  handle  decorated  in  black  enamel  and  silver  filigree  dial. 
Maker,  Henri  Jacot.  Overall  Height        Width  4  .  Depth  3| 

We  have  a  fine  selection  of  carriage  clocks  currently  available,  amongst  which  are  :- 
□  A  rare  and  unusual  Grande-Sonnerie  Carriage  Clock,  chiming  quarters  on  four 
bells  and  hours  on  gong.  Unlike  ordinary  Grande-Sonneries,  this  chimes  four 
quarters  at  the  hour.  By  Richard  &  Co.  G  An  early  ogee  shaped  repeater-strike. 
Signed  by  Henri  Jacot  (uncle).  Strike  on  bell.  □  An  exquisite  miniature,  with 
enamel  dial,  side  and  rear  panels.  Dated  1898,  and  only  2*  high.  Original  case  and 
key.  □  A  pretty  gilt  miniature  time  piece  with  "Keyless  Works"  by  "Le  Roy  and  Fils" 
of  Paris  2§"  high,  fj  An  unusual  semi-miniature  repeater-strike  by  Drocourt. 
Height  3|". 


ASPREY  IN  THE  CITY. 
The  City  man  will  find  a 
usefully  close  -  at  -  hand 
service  at  Asprey  and 
Birch  &  Gaydon,  153 
Fenchurch  Street  where, 
besides  the  comprehen- 
sive stock  held,  any 
pieces  can  be  sent  from 
Bond  Street  at  short 
notice. 


ASPREY  &  COMPANY  LTD  1 1  65-1  69  NEW  BOND  ST  ■  LONDON  W.1  ■  HYDE  PARK6767 


29   EDWARD  LEAR  1812-1888.  The  Pass  of  Bavella,  Bocca  di  Valore. 
Inscribed  and  dated  1868.  Watercolour  13J  x  20  in.  Ex  collection  Nina 
Countess  Northbrook,  The  Hon.  Mrs.  Guy  Baring. 


40    HENRY  ALKEN  1784-1849.  Foxhunting  Scenes. 

4  watercolours  8i  x  11 J  in. 


is 


APPLEBY 


8/10  RYDER  STREET 


47  THOMAS  ROWLANDSON  1756-1827. 
College  Rigs.  Watercolour  8}  •  5\  in.  Engraved. 


Telephones:  WHItehall  2209  and  TEMpl.B  i 


Exhibition 


of 


18th  and  19th  CENTURY  ENil 
WATER-COLOURS 


from  16th  March  until  3rd  April 


Daily  10-5.30    Saturday  10-12.30 

Any  of  the  pictures  illustrated  may 
be  purchased  prior  to  the  Exhibition 


42   J.  W.  M.  TURNER.  R.A.  1775-1851.  Oberwesal.  Painted  during  his  tour  up  the 
Rhine,  1819.  Watercolour  8f  X  14  in.  Exhibited  Burlington  House  1889.  From  the  Farnley 
Hall  Collection  of  Ayscough  Fawkes.  Esq  Ex  collection  The  Viscount  Portman. 


I  N  f.  1850.  The  first  theatrical  performance  at  the  Bute 
\rms.  Bute  Street,  Cardiff.  Canvas  27i  >,  36  in. 


BROTHERS 

LIMITED 

ST.  JAMES'S,  LONDON,  S.W.I 

Telegrams:  Applebros  London 

Exhibition 
of 

ENGLISH  PAINTINGS 
1750  - 1850 


JOHN   RISING  c.  1785  1815.  The   Ballad   Singers.  Canvas 
55  x  43j  in.  Engraved. 


English  School.  A  group  of  artists  in  Rome  in  1763. 
Portraits  of  John  Baxter,  architect  of  Edinburgh  and  his 
brother  James  with  Alexander  Runciman  and  Henry 
Fuseli.  Canvas  12j  x  132  There  is  a  slightly  larger 
version  of  this  painting  in  the  Vatican  Collection,  Rome. 
Ex  collection  William  Baxter  Smith,  Esq.,  grandson  of 
John  Baxter. 


The  Connoisseur  Register  Advertisement 


GALLERIES 

Dunning's  Antiques.  10,000  sq.  feet  showrooms  only  20  miles  north 
of  London.  Supply  unusual  decoration  for  Restaurants,  Steak  and  Coffee 
Houses,  Tavern  Bars.  Amusing  collections  of  Pub  and  Shop  Signs, 
Spirit  Barrels,  Military  Weapons,  Sporting  Trophies,  Old  Craftsman's 
Tools  and  Nautical  Instruments.  58  Holywell  Hill,  ST.  ALBANS  51 065. 

Haddonfield,  New  Jersey:  Sanski  Gallery,  50  Tanner  Village.  Fine 
early  American  and  European  paintings,  drawings  and  sculpture  bought, 
sold,  restored. 

Oil  Paintings  cleaned  and  restored  by  experts.  Large  selection  of  1 8th, 
19th,  20th  Century  Oil  Paintings  on  sale.  We  buy  old  Oil  Paintings  of 
quality  irrespective  of  condition.  Our  experts  will  search  and  buy  named 
painter's  works  on  commission  basis.  EL  GRECO  ART  GALLERIES 
LTD.,  496  KINGS  ROAD,  WORLDS  END,  CHELSEA,  LONDON, 
S.W.10.  Tel.  Flaxman  7953. 

WANTED 

Garrard  The  Crown  Jewellers  offer  the  highest  prices  for  valuable  items 
of  silver  and  jewellery.  Experienced  and  totally  reliable  valuations  at 
your  request  to  1 1 2  Regent  Street,  London,  W.1 .  Regent  7020. 

Highest  Prices  Paid  for  autographed  letters  of  artists  and  painters,  any 
period,  any  style.  R.  Wian  III,  2664  East  Glenoaks,  Glendale,  California, 
U.S.A. 

Wanted  by  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to  1870). 
Write  B.  Mastai,  21  East  57th  Street,  New  York  22,  N.Y.,  U.S.A. 

Wanted:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway* 
Providence,  R.I.,  U.S.A. 

Early  Scientific  Instruments  wanted.  Mr.  Frank,  Saltmarket,  Glasgow. 
Phone  Bell  2000. 

William  and  Mary  Candlesticks  wanted  by  private  buyer;  send  de- 
tails and  price  required,  Wallace  Heaton,  1 27  New  Bond  Street,  W.1 . 

Tompion  Clock  wanted  by  private  buyer;  a  genuine  grandfather  or 
bracket.  Send  details  with  photograph  and  price  required,  Wallace 
Heaton,  127  New  Bond  Street,  W.1. 

FOR  SALE 

Old  Prints,  unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter  T. 
Spencer,  specialists  since  1 856,  47  Upper  Berkeley  Street,  London,  W.1 . 


Hal  O'Nians 

Old  Master  Paintings  and  Drawings 

6  RYDER  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 
Telephone:  Whitehall  9392 


P.  II.  <-M  I  i\<-li  I  M 

Member:  B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCKS  IN  THE  SOUTH  OE  ENGLAND 


Speciality:  Old  English  Cottage  Furnishing 

8  CRERTSEY  STREET 
GUILDFORD 

Telephone:  5750 


LYNDHURST'  LONDON  ROAD 
GUILDFORD 

Telephone:  61952 


CHINESE 


GALLERY 


ANTIQUE  CHINESE  SNUFF  BOTTLES 

40  Great  Russell  Street,  London,  W.C.I. 

(LANGHAM  7538) 


Georgian  -  Victorian  Ephemera  especially  selected  for  connoiss  rs 
desirous  of  adding  to  their  collections,  antique  decorative  pottery  id 
porcelain,  curios  and  toys.  Eccleston  and  Ephemera,  20  Eccleston  Stut 
Victoria,  London,  S.W.1. 

Tony  Keniston  edits  1965  Antiques  in  Britain'  series.  Already  po- 
lished :  the  North ;  East  Anglia ;  Cotswolds  and  Midlands :  3/6  eacl  B 
The  Cedars,  Wendover,  Bucks. 

Ben  Shahn  tempera  painting,  'Television',  (1949,  20  :■  16  inches 
sale  at  cost  by  private  collector.  Photograph  on  request.  Theodore  S 
bins,  201  Huron  Avenue,  Cambridge,  Massachusetts,  U.S.A. 

PROPERTY 

Shop  Premises  on  short  or  long  lease  required  in  Chelsea,  Pimlico,  I 
ham,  Hampstead,  St.  John's  Wood  or  similar  area.  Box  No  :  731 2. 

Ideal  Antiques  Etc.  West  Sussex.  Unique  XVth  Century  prop 
with  fine  old  Tithe  Barn.  4  bedrooms,  bathroom,  2  rec.  etc.  Central  h 
ing.  Garage.  2J  acres.  £12,500.  R.34.  Powell  &  Partners,  Forest  F 
(Tel:  2261),  Sussex. 

MISCELLANEOUS 

Jolly's  Auction  Rooms,  Old  King  Street,  Bath,  Somerset.  New  |jr 
pose  built  rooms  -  5,500  sq.  ft.  Frequent  Pullman  service  from  Lonci 
Regular  fortnightly  sales.  Antique  Furniture;  Silver  and  Plate;  Pictu 
Books ;  Porcelains,  etc.  Telephone  Bath  3201  (4  lines). 

Restoration  and  Reparation  of  old  paintings  and  miniati|!s 
(Eastern  or  Western)  are  undertaken  with  full  guarantee.  Please  wo: 
Lucien  Verdi,  1 4  Boulevard  de  Clichy,  Paris  1 8 

School  of  Design  &  Decoration.  The  next  ten-week  concentrer 
courses  start  on  1  st  October. 

The  Lecture  Course,  supervised  by  Mrs.  Michael  Inchbald,  cover: 
aspects  of  period  and  modern  Interior  Design  with  lectures  by  experts 
the  history  and  appreciation  of  art,  architecture,  furniture,  silver 
china :  practical  sessions  and  visits  to  historic  houses  and  design 
studios. 

The  Drawing  Course  gives  practical  training  in  drawing  and  designjg 
interior  schemes,  working  at  the  drawing  board  under  the  supervisionf 
practising  interior  designers.  Details  and  application  forms  from  Inn- 
bald  School  of  Design,  10  Milner  Street,  London,  S.W.3.  Knigh 
bridge  4456. 

Register  advertisements  are  1/6  per  word,  minimum  £1  for  75  won. 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  Tt 
CONNOISSEUR.  CHESTERGATE  HOUSE.  VAUXHALL  BRIDE 
ROAD.  LONDON,  S.W.I  (Victoria  2331.)  Addresses  or  Box  NumL+s 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  wh 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accepvp 
responsibility  for  any  sales  effected. 


COIN  &  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  l4/9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I  Telephone  LANgham  3677 


j.  A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

/ /  ish.es  to  Purchase  Old  English  Furniture 

DORSET  GALLERIES 
4?  DORSET  STREET,  BAKER  STREET  LONDON,  W.I  Welbeck  8934 


HEATH-BULLOCK 

ANTIQUES 


24  MOTCOMB  ST. 
LONDON 
S.W.I 

BEL:  7313 


8  MEADROW 
GODALMING 
SURREY 

TEL:  2562 


Antique  Silver... 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  &  CROWN  JEWELLERS 
GARRARD  &  CO.  LTD.  LONDON 


from  GARRARD 


Paul  de  Lamerie 


Pair  of  Sauce  Boats  :  Length  :  6|  inches  Date  :  George  II  1742 
The  Ladles  :  Date  :  George  II  1753  By  John  Jacobs 


GARRARD  The  Crown  Jewellers 

112     REGENT     STREET     W.1.     REGENT  7020 


LVII 


The  Atmesley  Cabinet 

A  superb  Irish  mahogany  Cabinet  from  Castlewellan  Castle, 
Northern  Ireland.  The  interior  of  the  top  part  is  completely 

fitted  with  a  writing  fall,  drawers  and  pigeonholes. 
Height  8  ft.  10  in.  and  width  at  feet  5  ft.  4  in.  Circa  1750 


Gerald  Kenyon 

FINE  ART  &  ANTIQUES 
36/37  SOUTH  WILLIAM  STREET,  DUBLIN,  2 

Dublin  7394s 

Also:    H.  Kcnvon    The  Old  Lechc  House    Chester    Chester  24742 


18th  CENTURY 
SILVER 


A  pair  of  Queen  Anne  silver  candlesticks  by 
Matthew  Cooper 

London  1709-10 

Height  6}  in.  Weight  20  oz. 


Antique  wrought  silver  soup  tureen  and  cover  by  George  Weekes.  London  1737-8.  Length  1 7A  in.  Weight  170  oz.  approx. 

The  tureen  is  beautifully  wrought  with  the  arms  of  the  Earl  of  Melton,  later  Marquis  of  Rockingham. 

Note  Thomas  Watson  Wentworth  was  created  Earl  of  Melton  in  1723,  and  Marquis  of  Rockingham  in  1746.  His  son,  the  second 

Marquis  of  Rockingham  (1730-82)  was  twice  Prime  Minister  of  England. 


We  shall  he  happy  to  answer  your  enquiries  and  to  give  you  derails  of  the  Silver 
from  the  Collection  of 

LOUIS  WINE  lid. 

Fine  Art  Dealers,  Jew  ellers  and  Silverstniths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Genevieve  AYMONIER 

OLD  DRAWINGS 
13,  RUE  DES  SAINTS-PERES,  6e. 

Tel:  BAB  26.61 


Jean-Pierre  VILAR 

Antique  Dealer  and  Decorator 

19th  Centurv  Furniture 

83,  RUE  DES  SAINTS-PERES 

Tel:  BAB  06.93 


LES  DOUVES 

Mediaeval  and  Renaissance 
73,  rue  des  Saints-Peres 

Teh  548.53.01 


Jean-Frangois  Lacoste 

ANTIQUES 
18th  Century  Furniture  and  Objects  of  Arc 

40,  rue  Bonaparte 

Tel :  033.32. 1  ft 


FRANCHISE  BLAISE 

I9th  CENTURY  FURNITURE 
81,  RUE  DES  SAINTS-PERES 

Tel:  BAB  04.76 


Claude  Lalandre 

17th  and  1 8th  Century  Furniture, 
Pictures  and  Curios 

77.  RUE  DES  SAINTS-PERES 

Tel:  222.91.04 


These  antique  dealers,  galleries  and 
decorators  will  be  delighted  to  offer 
suggestions  and  advise  you  from  the 
wealth  of  their  experience  in  the  choice 
of  furniture,  objets  d'art  and  pictures 
which  will  harmonise  with  your  home. 


LE  FOYER  ANCF 

Fine  Porcelain  and 
Faience  of  the  18th  Centiu) 

63,  rue  des  Saints-Pei|s 

Tel:  LIT  89.77 


eanne  FILL 


ANTIQUE  DEALER 
19th  CENTURY  OBJECTS  Orl 
FURNITURE  AND  CURIO 

29,  rue  Jacob  -  23,  rue  Bonapit 
(at  the  junction) 

Tel:  ODE  90.73 


R.  D'ANVEK 


OBJECTS  OF  ART 
CURIOS 

22,  RUE  JACOB 
Tel :  DAN  59.08 


Frangois  KERLH 

Louis  XVI,  Directoire  and  Empire  Poicb 

2,  rue  des  Saints-Pere: 

Tel:  548.26.97 


LUCIEN  VIGNEAJ 

ANTIQUES 

18th  Century  French  Furnitw 
Mediaeval  and  Renaissance,  Ren 
2,  rue  des  Saints-Peres 
Tel:  548.97.80 


GALERIE  BARBIZO^ 

19th  Century  and  Modern  Painty 
71  rue  des  Saints-Peres 

Tel:  BAB  18.12 

t 

- 

I 


ALAVOINE 

DECORATION -WORKS  of  ART 


Girolamo  CAMPAGNA  1549-1626 

Bronze  statue  of  a  god,  signed  I.  C.    Height:  II  ins. 
Ex:  Basner  collection,  Danzig. 


42, AVENUE  KLEBER  PARIS  16' 


THE  LEFEVRE  GALLERY 

XIX  and  XX  CENTURY  FRENCH  PAINTINGS 


J.  B.  C.  COROT       Enfants  au  bord  d'un  ruisseau  dans  la  campagne 
Oil  I6i  X  28|  inches 


1840-45 


Telegrams:  Drawings,  London,  W.I 


30  BRUTON  STREET    LONDON  Wl 


Telephone:  Mayfair  2250 


^tfovel-  <S$i-eef,  ^Zond?ri  ''ffi^ 
Hyde  Park  4711 


MALINGUE  AGENCY 

5  Bond  St.  House,  14  Clifford  St..  London  W.l.    HYDe  ParL  9341 
Impressionist  and  Post-Impressionist 

Gauguin,  Loiseau,  Moret,  Maufra,  Bernard,  etc. 

THIS  MONTH  PAINTINGS  BY 

PIERRE  BO^MRD 


HANS  GALLERIES 

40  Duke  Street    St.  James's    London,  S.W.  I 

commission  artists  to  paint  portraits  from  sittings  or  photo- 
graphs. Examples  of  recent  portraiture  by  Royal  Academy 
Exhibitors    on    permanent    exhibition    at    the  Galleries. 
Closed  Saturdays  except  by  appointment. 

Write,  call  or  telephone:  WHItehall  4008-9 


14  DUKE  STREET  Floor).  St.  James's.  London  S.W.1.  WHItehall  1794 
(Entrance.  Mason's  Yard) 

Permanent  Exhibition  of  Dutch  17th-century  seascapes 


22  february-12  march 

Edna  MANN 
Brian  PLUMMER 
Jolan  WILLIAMS 

1  5  march  -  5  april 

Derek  CARRUTHERS 
Stefan  STROCEN 

drian  galleries 

5-7  porchester  place  marble  arch   W2    pad  9473 


Jolan  Williams 


Edna  Mann 
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O'HANA  GALLERY 


Sea  Hawk  Egyptian  stone 

Sculpture  by 

DIANA  GUEST 

March  2jth  —  April  ioth 


SPECIALIST  IN 
EUROPEAN 
PERIOD  CARPETS 

AUBUSSON 

SAVONNERIE 
NEEDLEPOINT 

CATAN 

129,  Av.  des  Champs-Elysees 

PARIS 

PHONE  BAL  41-71 

/  6th  century  Peruvian  carpet  with 
a  sun  design  in  shades  of  green, 
blue  and  yellow.  220  by  220  cm. 


W.  3£L  lartoep  &  Co.  (Unttques)  Itb. 


Jfttrmture 


Magnificent  Thomas  Hope 
davenport,  in  mahogany. 
Interior  lined  with  green  leather. 
Measurements  when  closed 
height  33  in.,  width  18j  in., 
depth  13  in. 


Members  of  the  British  Antique  Dealers'  Association  Ltd. 

69  CHALK  FARM  ROAD,  LONDON  N.W.1         Tel:  GULIiver  1504        Cables:  Anticharco,  London 
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A  GEORGE  I  NEW- 
CASTLE PUNCH 
BOWL,  almost  hemis- 
pherical, engraved  on  one 
side  with  contemporary 
armorials  within  a  scale 
and  scrolling  foliate  car- 
touche and  on  the  other 
with  a  crest,  reeded  rim 
and  lion  mask  and  drop 
handles,  on  rim  foot. 


13  in.  diam.,  marked  on 
body  and  handles,  by 
John  Carnaby,  1721.  71 
oz.  Height  8£  in.  The 
Arms  are  those  of  Bell. 


\ 


SET  OF  4  UNUSUAL  GEORGE  III 
CANDLESTICKS  in  French  taste  formed  as 
female  figures  in  classical  dress  holding  cornu- 
copine  which  continue  in  foliate  form  as  screw 
on  drip  pans  and  sconces,  on  triform  armorial 
engraved  bases.  Made  London  1770  by  Thomas 
Heming.  Weight  188  oz.  15  dwt.  Height  14]  in. 


V  ft 


Members  of  The  British  Antique  Dealers  Association  A.  &  B.  BLOOMSTEIX.   LTD.  hyde  park  6iso 


Bond  Street  Silver  Galleries 

111/112  NEW  BOND  STREET,  LONDON,  W.l 


PRIDES  of 
LONDON  ltd 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 


A  Hepplewhite  night  watchman's  chair  upholstered 
in  vellum  green  leather,  with  a  mahogany  shew- 
wood  frame,  and  a  cupboard  beneath  the  seat 

179/180  SLOANE  STREET,  S.W.I 

Tel:  BELgravia  3080 
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Just  published 
JEAN  THUILE 

L'ORFEVRERIE 

DU 

LANGUEDOC 
★ 


CATALOGUE  DES  ORFEVRES 
A-C 


1  bound  volume  comprising  550  pages 
28  additional  pages  of  illustrations 
83  reproductions,  239  hallmarks 

Price:  250  French  francs,  £18  or  $50 

Available  from  the  publisher: 

THEO  SCHMIED 

28,  rue  du  Colonel-Gillon, 
Montrouge,  Seine 


LXVI 


Constantinople- Le  Bosphore  Below  Yenise  -  Le  Bucentaure 

Oil  on  panel,  IS  X  24  inches  Oil,  <>„  cradled  panel,  26  X  41  inches 

Luminous  Venice  -  Golden  Constantinople,  two  brilliant  interpretations  by  Felix  F.G.P.  Ziem  (JJS21-1911) 
Praised  by  Turner,  patronised  by  Napoleon  III  and  Czar  Nicholas  II,  confidant  of  Delacroix,  Chopin  and 
George  Sand,  Ziem  vividly  reflects  the  colour  and  excitement  of  this  romantic  era. 

Madison  Avenue  Gallery 

ROSS  L.  PEACOCK 

791  MADISON  AVENUE  at  67th  Street  NEW  YORK  21  N.Y. 


RHRjimounT 

GRILL 


m 


m  9  9  9  9* 


THE  FINEST  STEAKS  IN  THE  WORLD 

Selected  for  discerning 
connoisseurs  at  London's 
original  steak  house 

EMULA TED  -BUT  NOT  EQUALLED 

PARAMOUNT  GRILL 

U-15  IRVING  ST.,  LEICESTER  SQ. 
LONDON,  W.C.2. 

FULLY  LICENSED 
RESERVATIONS  —  WHItehall  0744 

Open  until  midnight  — 7  days  a  week 


Made  specially  for  ! 
Antiques  by  Goddards 


t Jine furniture 


These  unique  polishes  are  made  from  a  formula  handed  down 
through  generations  and  known  only  to  Goddards.  They  have 
remarkable  cleansing  qualities;  give  a  rich  patina  rather  than 
high  gloss.  Both  polishes  maintain  the  condition  of  the  finest 
woods.  Available  at  leading  stores. 

J.  Goddard  &  Sons,  Ltd. 

By  appointment  to  Her  Majesty  Queen  Elizabeth  II,  Mfrs.  ol  Si  Iver  Polishes.  J.  Goddard  A  Sons,  Ltd. 

Nelson  Street,  Leicester.     299  Madison  Avenue,  New  York  10017,  New  York. 
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BRONZE  STATUETTE  OF  'TIME'  BY  HANS  KRUMPER  1 5701634 
GERMAN     10I  INCHES  HIGH 

PIERO  TOZZI 
GALLERIES 

137  HAST  57th  STREET      NEW  YORK  22,  N.Y. 


cables:  piertozzi  new  york 


TEL:  PLAZA  3-9189 


Lampe  bouillotle.  French,  eighteenth  century 
Meissen  figures  and  flouers  mounted  on  bronze  dore 

RICHARD  VIIAHK 

Antiques  Interiors 

927  MADISON  AVENUE.  NEW  YORK.  NEW  YORK  10021     (212)  UN  1-6910 


GROUPE  DE  RECHERCHE 
D'ART  VISUEL 


February  1965 

THE  CONTEMPORARIES 

992  MADISON  AVENUE,  NEW  YORK  21.  N.Y. 
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Oil  on  canvas  The  Age  of  the  Millenium  38  X  54  inches 

Jasper  F.  Cropsey  (1823-  1900) 

A  handsome  painting,  c  1854  and  an  excellent  example 
of  American  interest  in  the  classical  ideal  of  that  period 

Kennedy  Galleries,  inc. 

Founded  1S74  by  H.  Wunderlich 

13  East  58th  Street  •  New  York  22,  N.Y. 


DAVID  BLACK  &  SONS 

BERNARD  BLACK  GALLERY 

1  Burlington  Gardens, 

1062  Madison  Avenue, 

New  Bond  Street  W.l 

New  York  21 

(Associate:  HUGUES  W.  NADEAU) 

FINE  ANTIQUE  ENGLISH  AND 
CONTINENTAL  SILVER 
OBJETS  HE  VERTU  AND  WORKS  OF  ART. 

AMERICAN  PAINTINGS  AND  DRAWINGS 
OF  THE  19th  AND  EARLY  20th  CENTURIES 
SCULPTURE  AND  WORKS  OF  ART 
OF  ALL  PERIODS. 

Telephone:  HYDe  Park  3851 

Telephone:  Trafalgar  9-2171 

We  are  always  desirous  of  purchasing  any  of 
the  above-mentioned  ivorks  of  art. 

LXXI 


"Femme  En  Noir  Assise 
Dans  Une  Chaise — 
Trouville" 

EUGENE  BOUDIN 

(1824-1898) 
5  J  by  8J  inches 
Pencil  and  Watercolor 
Dated  1865 


COLLECTORS'  FINDS 

MAYNARD  WALKER  GALLERY 

117  East  Fifty-seventh  Street 


New  York 


1  Antique  Silver 

HARRY 

;  Sheffield  Plate 

CHERNACK 

;  Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET 

•  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

?  ! 

MONS  &  C,E 

TABLEAUX  AKCIENS 

LITtre  26-84         19  Rue  du  Cherche-Midi,  Paris  VIe 


JOSEPHINE 
HOWELL  inc. 

French  Antiques 


41  EAST  57th  STREET 
NEW  YORK  22,  N.Y. 

PLAZA  3-5515 


Pair  1)/ 

Louis  XVI 
Beroeres  stamped 
J.  B.  Boulard 
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Detail  of  the  carved  cornice 


Extremely  rare 
mahogany 
George  II 
travelling  bookcase 


in  three  stages,  fitted  entirely  with 
the  original  hardware  and 
carrying  handles,  surmounted  by  finely 
carved  cornice.  England  circa  1  745 


MEMBER  OF  NEW  YORK 
ANTIQUE  AND  ART  DEALERS  ASSOCIATION 


59  East  57th  Street,  New  York  22,  N.Y.     EL  5-7620 


fine  quality  English  silver  tureen. 
By  Stephen  Smith,  London,  1855-6. 
Extreme  length  17  inches,  extreme  height  Il|  inches. 
Weight  117  ounces. 


Wakefield-Scearce  Galleries 

DIRECT  IMPORTERS 

Historic  Science  Hill    Shelbyville,  Kentucky 

on  BOTH  main  roads  (U.S.60  and  1-64)  between  Louisville  and  Lexington 


Enjoy  good  food  in  Science  Hill  Inr 

Both  Gallery  and  Inn 
located  in  Historic  Science  Hill 


Franchised  dealers  for  Doughty, 
Boehm  and  Chelsea  birds 


VISIT  OUR  SUBTERRANEAN 
SILVER  VAULT 

Open  every  day  9  a.m.S  p.m.  Closed  Sundays 
Telephone:  (502)  ME3-4382 


Pair  of  early  Ming  roof  riles 
glazed,  buff  with  black  lacquered  stands 
12  inches  high  overall 

MERRYVALE 

Antiques  and  Gardens 

Open  Monday  through  Friday  9  to  5.30  Tel.  JOrdan  7-0615 

3640    BUCHANAN    STREET,    SAN    FRANCISCO    23,  CALIFORNIA 


pier  re  matisse  gallery 


Ralthu  s 

Mi  fie  Ever 

C  a  1 1  i  ya  n  ti  t  * 

Dubuffet 

Rivera 

it  iro 

Le  C  or  h  tt  si  er 

Riopelle 

Saura 

Mi  11  ares 

Butler 

Jf  arini 

Gift  ometti 

R  o  s  z  ah 

41  East  57th  Street,  New  York  22,  N.Y. 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


Vs7-T/>V" 


Etaples  1880 
by 

Eugene  Louis  BOUDIX 
1824-1898 


FINE  PAINTINGS 

15  East  57th  Street  plaza  5-4980  New  York,  N.Y. 


LXXV 


Oil  on  Canvas:  19  x  25  inches 


Signed:  Center:  Edward  Collier 


Still  Life  With  A  Rack 

by 

Edward  Collier 

active  1673-1703 


HIRSCHL 

a*ADlER 


a&er^S  one. 

21 E  67th St  •  NT  21  •  If  5-8610 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

14  Hast  57th  Street 
N.Y.  10022 


PARIS 

85  his  rue  du  Fauboura 
St.  Honore  8e 
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Connoisseur  Editorial 


rHE  CHANCELLOR 
AND  THE  ART  MARKET 


L  T  H  O  U  G  H  the  effects  of  the  government's  proposed 
tax  on  capital  gains  cannot  be  predicted  until  the  full 
letails  emerge  on  Budget  Day,  it  is  safe  to  say  that  the  tax  may 
veil  change  the  moral  and  psychological  climate  of  the  London 
rt  market  and  may  even  seriously  undermine  its  present  inter- 
i.nional  ascendancy. 

There  is  no  sentimental  or  moral  justification  for  excluding 
works  of  art  from  a  capital  gains  tax,  and  it  seems  certain  that  the 
government's  proposal  to  tax  capital  gains  on  all  'chattels'  which 
etch  more  than  ^iooo  will  embrace  the  entire  art  market.  But 
n  practice,  the  tax  promises  to  be  extremely  difficult  to  apply  to 
.vorks  of  art.  In  the  words  of  one  dealer:  'It  will  be  a  wonderful 
jpportunity  for  the  twister.' 

The  tax  will  not  be  in  any  sense  retrospective:  it  will  be  on 
jams  realised  after  Budget  Day  in  April,  and  will  be  based  on  the 
difference  between  the  value  of  the  itcm(s)  on  budget  day  and  at 
Jie  time  of  disposal.  It  appears  that  if  there  is  a  gain  between 
April,  1965,  and  disposal  but  an  overall  loss,  there  will  be  no  tax. 

The  obvious  weak  point  in  these  proposals — as  far  as  the  art 
market  is  concerned — is  the  question  of  the  value  as  at  April. 
1965.  Who  is  to  do  the  valuation:  Only  the  trade  knows  the 
value,  and  they  could  scarcely  be  described  as  disinterested. 
Several  big  dealers  say  they  are  seriously  perturbed  that  business 
will  go  increasingly  to  their  less  reputable  brethren  who  are  pre- 
pared to  give  false  valuations  or  otherwise  make  a  nonsense  of 
their  account  books. 

In  many  sections  of  the  market — notably  paintings — values  are 
arbitrary  if  not,  in  the  case  of  rare  or  discovered  items,  a  matter  of 
guesswork.  Dealers  who  found  their  consciences  flexible  enough 
to  give  very  conservative  probate  valuations  may  now  find 
themselves  tempted  to  give  high  valuations  for  capital  gains 
purposes — damaging  to  death  duties,  and  possibly  crippling  if  a 
wealth  tax  were  introduced.  As  for  assessing  in  twenty  years 
time  the  precise  value  in  1965  of  a  painting  which  111  1967  was 
discovered  to  be  the  work  of  Titian :  the  imagination  totters  at 
the  impossibility  of  the  task. 

Several  immediate  results  seem  likely  to  flow  from  all  this, 
and  few  of  them  are  pleasant.  A  great  deal  of  trade  will  go  under- 
ground, where  values  are  not  recorded,  where  large  quantities  of 
banknotes  can  change  hands,  where  package  deals  can  be 
clinched  and  a  few  strategic  losses — to  be  set  against  any  dis- 
covered gains — can  be  registered. 


The  salerooms  are  of  course  likely  to  suffer.  They  are  after  all 
semi-public  market  places,  their  lists  of  sale-prices  are  widely 
circulated,  and  their  high  prices  are  much  publicised.  The  pro- 
posed exemption  of  transactions  of  under  ^1000  is  likely  to 
cause  an  endless  and  tedious  sub-division  of  items  into  different 
sales  and  categories. 

Furthermore,  because  it  just  will  not  pay  to  advertise  such 
conspicuous  wealth  for  fear  of  inquiries  from  the  Inland  Revenue, 
the  willingness  of  the  British  collector  to  lend  to  exhibitions  at 
home  and  abroad  is  likely  to  dwindle  rapidly  to  the  level  of  his 
French  counterpart. 

Nor  is  it  hard  to  envisage  collectors  either  taking  their  art 
items  abroad  and  spending  the  proceeds  untaxed  in  the  country 
of  sale;  or  making  arrangements  with  a  dealer  to  pay  the  money 
into  a  secret  account  in  a  Swiss  bank. 

Two  possible  benefits  may  come  from  the  imposition  of  the 
tax.  First,  the  short-term  investor  will  perhaps,  unless  he  resorts 
to  subterfuges,  be  discouraged.  Largely  responsible  for  the 
ludicrous  level  of  prices  for  the  second-rate  works  of  first-rate 
artists  like  Renoir  and  Picasso,  his  decline  will  be  welcome. 

Secondly,  the  tax  may  give  a  fillip  to  the  more  speculative  and 
inexpensive  modern  picture  market,  where  the  under  ^1,000 
exemption  should  prove  a  tonic  to  most  living  British  artists. 
And  the  prospect  of  being  able  to  set  losses  against  gains  may  en- 
able the  collector  to  gamble  at  government  expense. 

But  all  in  all,  the  prospect  of  the  tax  in  operation  is  a  sombre 
one.  Much  of  course  will  depend  on  its  rate.  If  this  were  25  per 
cent,  the  maximum  rate  in  America,  the  disincentive  to  sell  and 
the  incentive  to  evade  it  might  not  be  too  strong.  If  capital  gains 
were  to  be  treated  as  income  and  liable  to  income  tax  and  surtax, 
the  effect  might  be  disastrous. 

In  either  case,  the  freedom  of  Britain's  art  market  could  very 
well  be  at  an  end.  It  has  been  an  honest  and  open  market  by 
international  standards,  and  one  untrammelled  by  taxes.  As  the 
status  of  Paris  and  New  York  has  shrunk,  London's  has  grown. 
Based  on  a  strong  home  market,  British  art  exports  rose  to 
^29,000,000  last  year — and  that  figure  does  not  include  the  large 
sums  spent  on  hotels  and  shopping  by  foreign  collectors  and 
dealers  in  Britain. 

Prestige,  foreign  currency,  an  open  and  honest  market — it  is 
sad  to  think  of  all  this  and  more  being  sacrificed  for  a  tax  which, 
if  applied,  promises  to  be  remarkably  hard  to  collect. 
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The  Mannerist  Goldsmiths:  3 

Antwerp.  Part  IV 

Italian  influence  in  the  designs  of  Erasmus  Hornick 

J.  F.  HAYWARD 


THE  last  three  articles  in  this  series  on  Mannerist  Goldsmiths' 
work  were  concerned  with  the  Antwerp  masters,  and  in 
particular,  with  Erasmus  Hornick,  who  worked  in  that  city  about 
the  middle  of  the  sixteenth  century.  Hornick  is  of  great  interest 
on  account  of  the  vast  number  of  designs  by  his  hand  and  from 
his  workshop  that  have  survived.  His  early  designs,  which  adhered 
closely  to  current  Antwerp  fashion,  have  already  been  discussed 
in  this  series  of  articles.  In  his  later  ones  there  is  abundant  evidence 
of  Italian  influence.  This  is  only  to  be  expected  of  a  designer 
working  in  the  mid-sixteenth  century,  but  the  influence  is  so 
strong  that  I  am  tempted  to  explain  its  force  by  assuming  that  he 
actually  went  to  Italy.  This  would  not  be  a  greatly  daring  assump- 
tion. We  know  that  two  of  his  predecessors  who  designed  for  the 
goldsmiths'  trade,  Cornelis  Bos  and  Cornelis  Floris,  both  spent 
some  time  in  Italy  and  there  was  in  the  second  half  of  the  six- 
teenth century  usually  a  number  of  Flemish  artists  at  work  at  the 
princely  courts  of  Italy.  Amongst  the  goldsmiths  the  most  famous 
of  these  Flemish  emigrants  was  Jacomo  Delfe,  called  Bilivert, 
who  was  one  of  the  leading  masters  at  the  court  of  Cosimo  I, 


Grand-duke  of  Tuscany.1  It  will  be  necessary  to  consider  his  wcj: 
in  a  later  article  in  this  series. 

The  first  definite  date  that  is  known  in  the  biography  |: 
Hornick  is  the  year  1559,  when  he  was  granted  honorary  citize- 
ship  of  the  city  of  Niirnberg  in  South  Germany.  Italian  influen 
is  already  strongly  manifested  in  the  printed  pattern  books  aa 
drawings  that  date  from  Hornick's  Niirnberg  period;  so  his  sd 
in  Italy,  if  it  did,  in  fact,  take  place,  must  date  from  the  1550's,  u 
any  rate  before  1559.  In  this  article  I  intend  to  examine  some | 
Hornick's  Italianate  designs  and  to  consider  their  sources.  Tl 
main  collection  of  his  drawings,  contained  in  an  album  acquire 
by  the  Victoria  and  Albert  Museum  in  the  year  1867, 2  appears  t 
cover  the  whole  period  of  his  working  life  up  to  his  death  ; 
1583.  Besides  drawings  by  Hornick  himself,  there  are  some  th. 
can  be  attributed  to  his  workshop  and  others  again  that  appear  t 
have  been  copied  by  him  or  by  an  assistant  from  Italian  original 
The  album  also  contains  a  series  of  original  Italian  drawings 
these  have  been  bound  up  at  a  later  date  with  Hornick's  owj 
work  bv  a  previous  owner,  who  was  unable  or  unwilling  to  di; 


1.  Design  for  a  wine-cooler,  pen  and  wash,  in  the  manner  of  Francesco  Salviati.  Italian,  mid-sixteenth  century.  Victoria  and  Albert  Museum  (No. 
5168). 
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Design  for  an  altar  candlestick,  pen  and  wash,  in  the  manner  of  Salviati.  3-  Design  for  a  tazza  foot,  a  fork  and  a  salt-cellar,  pen  and  wash,  in  the 
alian,  mid-sixteenth  century.  Pirman  Collection,  Stockholm.  manner  of  Salviati.  Italian,   mid-sixteenth    century.   The  translated 

inscription  reads:  'This  base  will  be  oval  because  the  salt  cellar  will  take 
the  form  of  a  boat.'  Pirman  Collection,  Stockholm. 


nguish  between  the  various  hands.  Though  these  later  drawings 
lay  well  have  belonged  to  Hornick  and  have  been  used  by  him 
>  a  source  of  ideas,  we  have  no  definite  evidence  on  this  point. 

here  are  no  exact  copies  by  Hornick  after  these  Italian  drawings 
nd,  unfortunately,  we  do  not  know  whether  the  album  in  ns 
resent  form  was  assembled  by  Hornick.  Although  all  the  draw- 
lgs  it  contains  seem  to  date  from  his  lifetime,  it  is  possible  that 
ome  of  those  by  other  hands — and  these  include  German  as  well 
s  Italian  designs — may  have  been  accumulated  by  a  collector 
fter — possibly  long  after — Hornick's  death.  Even  if  we  accept 
he  proposition  that  the  Italian  drawings  must  have  belonged  to 
iornick,  we  still  do  not  know  whether  he  acquired  them  during 

visit  to  Italy  or  purchased  them  from  some  itinerant  vendor  in 
Antwerp,  Niirnberg  or  elsewhere. 

The  Hornick  album  in  the  Victoria  and  Albert  Museum 
icludcs  a  group  of  twenty  drawings  which  appear  to  derive 
rom  Francesco  Salviati ;  they  are  either  workshop  replicas  of  his 
iesigns  or  drawings  produced  under  his  influence  but  not  after 
lis  designs.  Several  versions  of  some  of  these  Salviati  school 
;oldsmiths'  designs  exist — for  the  most  part  single  sheets  which 


are  now  distributed  amongst  the  Print  Rooms  and  private 
collections  of  Europe  and  America.  The  existence  of  numerous 
and  apparently  contemporary  replicas  of  these  designs  points  to 
the  existence  of  a  trade  in  the  sale  of  such  drawings  as  patterns  for 
goldsmiths  in  Italy  and  elsewhere.  The  most  complete  set  of  these 
Salviati  school  designs  seems  to  be  that  in  the  possession  of  the 
Swedish  collector,  Dr.  Pirman.  This  set  of  twenty-four  sheets, 
some  with  two  designs  to  a  page,  has  already  been  described  in 
the  first  article  in  this  series  (The  Mannerist  Goldsmiths  I — Italian 
Sources.  The  Connoisseur,  Vol.  CXLIX,  March,  1962,  p.  163). 
Replicas  of  thirteen  of  these  drawings  are  included  in  the  Hornick 
album  in  the  Victoria  and  Albert  Museum  and  were,  as  has  been 
shown  above,  very  probably  in  his  possession.  The  complete  set 
of  twenty-four  sheets  includes  a  wide  range  of  goldsmiths'  work, 
but  here  we  are  only  concerned  with  the  sheets  probably  known 
to  Hornick.  They  represent,  inter  alia,  a  wine  cistern  (No.  1),  altar 
candlesticks  (No.  2),  table  candlesticks,  standing  dishes  or  tazze,  a 
hanging  bowl,  salt-cellars  (Nos.  3  and  4)  including  a  peculiar  type 
containing  recesses  in  which  boiled  eggs  could  be  placed  (No.  4). 
The  altar  candlestick  designs  seem  to  be  based  upon,  or  at  any 
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4.  Design  for  a  fork,  spoon  and  salt-cellar,  pen  and  wash,  in  the  manner  of  5.  Design  for  a  salt-cellar,  pen  and  wash.  One  of  the  best  drawings  of  Era 

Salviati.  Italian,  mid-sixteenth  century.  The  translated  inscription  reads:  mus  Hornick,  mid-sixteenth  century.  Victoria  and  Albert  Muse  urn  (No.  5159 
'This  is  the  form  and  the  pattern  which  must  be  used  for  the  salt-cellar  and 
egg  stand.'  Pirman  Collection,  Stockholm. 


rate  influenced  by,  a  Michelangelo  design  that  was  eventually 
executed  by  the  Roman  goldsmith,  Antonio  Gentile,  for  Cardinal 
Alessandro  Farnese,4  while  one  of  tazze  and  one  of  the  salts 
(No.  3)  follow  the  boat-shape  that  is  so  frequently  encountered 
in  sixteenth-century  goldsmiths'  and  hardstone  sculptors'  work.5 
Some  of  the  most  impressive  of  the  Salviati  school  designs  are 
for  salt-cellars,  and  two  of  the  best  of  Erasmus  Hornick's  draw- 
ings also  represent  these  vessels  (Nos.  5  and  6).  The  importance  of 
the  salt-cellar  is  explained  by  the  fact  that  in  the  sixteenth  century 
it  was  set  on  the  dining  table  in  front  of  the  lord  of  the  house  and 
symbolised  his  wealth  and  social  prominence.  The  most  famous 
salt  of  this  type  is  that  made  by  Benvenuto  Cellini  for  King 
Francis  I  of  France ;  this  vessel  is  at  the  same  time  the  most  cele- 
brated surviving  example  of  goldsmiths'  work  under  the  in- 
fluence of  Mannerism.  There  is,  however,  in  the  Victoria  and 
Albert  Museum  a  series  of  gilt-bronze  salts  of  somewhat  similar, 
if  less  magnificent,  character.  The  symbolism  upon  which  both 
the  Italian  and  the  Hornick  designs  are  based  is  surprisingly 
straightforward.  They  are  decorated  with  themes  relating  to 
water,  though  not  necessarily  salt-water;  a  figure  of  Neptune  in 
his  chariot  drawn  by  sea-horses  surmounts  one  Hornick  design 
(No.  5)  while  Amphitrite  is  drawn  in  a  shell  by  dolphins  in 


another  (No.  6).  Venus,  Cupid  and  a  dolphin  surmount  one  c 
the  Italian  designs  (No.  3),  Leda  and  the  swan  (No.  4)  anothe 
while  a  third  is  crowned  by  a  figure  of  a  Triton  holding  a  concl 
Yet  another  is  supported  by  mermaids  and  decorated  with  1 
frieze  of  Tritons,  Nereids  and  sea-centaurs.  The  decoration  of  tw 
of  the  tazze  introduces  the  favourite  Biblical  themes  relating  ti 
intoxication,  namely  the  drunkenness  of  Noah  and  Lot  with  hi 
daughters,  while  a  third  shows  putti  in  various  stages  of  intoxica 
tion  at  play  amongst  grapes.  The  erotic  element  is  stressed  witl 
striking  emphasis  in  these  designs;  the  profiles  of  the  vessels  an 
enlivened  by  the  salient  breasts  of  the  sphinxes,  harpies  (No.  3)  0 
mermaids  that  are  set  at  the  corners  of  the  bases,  and  male  anc 
female  nudes  are  locked  in  amorous  embrance  in  the  friezes,  j* 
recumbent  nude  male  or  female  figure  within  a  cartouche 
(No.  4)  is  a  regular  feature  and  a  voluptuous  female  nude  holding 
a  cross  and  a  chalice  svmbolises  Faith  on  an  altar  candlestick. 
(No.  2). 

As  a  whole  the  vessel  forms  are  composed  of  a  limited  numbei 
of  elements  which  are  repeated  in  varying  combinations  without 
any  great  imaginative  force.  Hornick  made  use  of  the  same  stock 
of  ornament  but  used  it  with  more  fantasy.  In  comparison  with 
the  Flemish  designs  illustrated  in  the  previous  articles  hi  this 
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>esign  for  a  salt-cellar,  pen  and  wash.  Erasmus  Hornick,  mid-sixteenth 
tury.  Victoria  and  Albert  Museum  (No.  5133). 


Design  for  a  spouted  vase  and  cover,  pen  and  wash.  Erasmus  Hornick. 
scribed  in  Italian:  'pitcher  for  water'.  Victoria  and  Albert  Museum 
lo.  5242). 

Design  for  an  ink-stand  or  table  ornament,  pen  and  wash.  Erasmus 
ornick.  Mid-sixteenth  century.  Victoria  and  Albert  Museum  (No.  5314). 


7.  Design  for  a  tazza,  the  bowl  decorated  with  a  figure  of  Silenus  on  an  ass. 
Pen  and  wash.  Erasmus  Hornick.  Oesterreichisches  Museum,  Vienna  (No. 
6390/3). 
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10.  Two  designs  for  wine-coolers  (?),  pen  and  wash.  Erasmus  Hornick, 
mid-sixteenth  century.  Paul  Wallraf  Collection. 


series  these  Italian  drawings  are  quite  restrained,  lacking  as  they 
do  the  fantastic  grotesques  and  the  all-embracing  strapwork  that 
are  so  characteristic  of  Flemish  and  German  Mannerism.  Strap- 
work  is,  in  fact,  confined  to  the  framing  of  some  of  the  cartouches. 
Amongst  the  Hornick  drawings  are  a  few  which  show  to  a  greater 
or  lesser  degree  the  influence  of  this  group  of  Salviati  school 
designs — as,  for  example,  a  tazza  design,  now  in  the  Oest- 
erreichisches  Museum,  Vienna,  showing  the  drunken  Silenus 
supported  on  a  donkey  by  fauns  (No.  7).  This  is  so  close  both  in 
composition  and  execution  to  the  Salviati  tazza  bowl  decorated 
with  the  Drunkenness  of  Noah  that  one  would  have  been  tempt- 
ed to  accept  it  as  Italian  but  for  the  circumstance  that  a  second 
design  on  the  same  sheet  showing  a  profile  view  of  the  same  vessel 
is  composed  of  open  strapwork  with  masks  and  shells  of  typically 
Flemish  design. 

There  is  in  many  of  the  Salviati  designs  a  rather  fleshy  quality 


II.  Design  for  an  ewer,  pen  and  wash.  In  the  manner  of  Erasmus 
Hornick,  mid-sixteenth  century.  Victoria  and  Albert  Museum  (No.  5369). 

(No.  3)  which  accords  well  enough  with  the  erotic  undertones  al- 
ready noticed.  This  quality  was  eagerly  exploited  by  our  Ant- 
werp master;  though  to  an  extent  that  would  surely  have  horri- 
fied the  sense  of  just  proportion  of  the  Italian  master.  On  the 
other  hand  it  must  be  conceded  that  it  would  be  difficult  to  en- 
visage the  Hornick  designs  without  the  foundation  of  the  Salviati 
drawings  upon  which  to  build  his  own  style.  While  his  contours 
became  increasingly  adventurous,  his  ideal  of  the  human  form, 
long,  attenuated,  with  small  head  and  provocatively  erotic  pose 
is  clearly  derived  from  the  type  created  by  the  Italian  Mannerists 
artists. 

Apart  from  the  Salviati  group  all  the  remaining  drawings  in 
the  Hornick  album  in  the  Victoria  and  Albert  Museum  seem  to  be 
of  northern  origin.  A  considerable  number  is  executed  on  paper 
with  Italian  watermarks,  but  this  is  presumably  to  be  explained 
by  the  Italian  export  trade;  unless,  of  course,  some  of  them  were  the 
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irk  of  Hornick  himself  (.luring  the  Italian  period  which  I  .1111 
nlined  to  postulate.  A  group  of  drawings  in  the  Italian  man- 
•  and  on  Italian  watermarked  paper  is  based  on  some  source 
ler  than  Salviati;  the  lively  inventiveness  of  the  Florentine 
ister  is  absent  and  they  seem  to  go  back  to  earlier  and  less  in- 
red  sources.  They  exist  in  various  versions:  first  a  close  copy  of 
■  Italian  original  (No.  8)  then  one  or  more  slightly  variant  ver- 
ns  in  which  sometimes  more,  sometimes  less,  Flemish  detail  is 
reduced. 

A  characteristic  feature  of  the  Hornick  workshop  versions  is 
;  introduction  of  panels  of  delicate  arabesque  ornament  and  of 
ns'  masks  intended  to  be  executed  in  relief  (No.  9).  Whereas 
11c  of  the  original  Italian  designs  were  positively  austere  in 
bet,  the  Flemish  versions  thereof  show  the  usual  horror  vacui  of 
innerism.  Many  of  the  drawings  from  the  Hornick  workshop 
ir  annotations  in  Italian  indicating  the  purpose  of  the  vessels 
(resented  on  them  (No.  8).  These  may  have  been  copied  from 
;  Italian  original  or,  of  course,  Hornick  may  have  learnt 
Jian  through  his  contacts  with  Italy  or  during  his  presumed 
v  in  the  country.  Alternatively,  they  may  have  been  added 
er.  The  Italianate  drawings  by  Hornick  and  his  workshop  are 
>t  confined  to  any  one  period  in  his  life.  Their  number  is  such 
at  one  is  bound  to  conclude  that  he  continued,  perhaps  up  to 
^  death,  to  follow  the  Italian  manner.  It  is  extremely  difficult  to 
ice  his  Italianate  designs  in  date  order.  There  are,  however, 
me  rather  primitive  designs  (No.  10)  in  which  no  suggestion  of 
rapwork  appears  and  which  may  well  date  from  a  very  early 
•riod,  perhaps  even  from  his  apprenticeship  before  he  ever  came 
to  contact  with  Italian  Mannerism.  Others  arc  more  accom- 
lshed  and  probably  later  in  date  (No.  1 1).  Amongst  the  Hornick 
■awings  are  some  which  show  the  influence  of  Salviati,  others 
,u  appear  to  have  been  inspired  by  Giulio  Romano  and  again 
hers  which  owe  more  to  the  engraved  designs  of  Eneo  Vico 
id  Agostino  Veneziano.  It  is  not  practicable  here  to  attempt  to 
ustrate  the  full  range  of  designs  based  on  these  various  sources, 
at  a  few  are  shewn  in  Nos.  5  to  1 2. 

Amongst  the  large  number  of  Homick's  drawings  only  too 
lany  must  be  classed  as  uninspired  hackwork,  but  he  was  capable 
f  producing  extremely  accomplished  work  should  the  occasion 
'arrant  the  effort.  The  two  drawings  of  salts  (Nos.  5  and  6)  show 
im  at  his  best.  The  style  and  composition  of  these  drawings  are 
alviatiesque,  but  the  ornament,  particularly  that  on  the  base  of 
le  Amphitrite  salt,  is  clearly  Flemish.  Hornick  seems  to  have 
een  familiar  not  only  with  Italian  goldsmiths'  work  but  also 
.ith  Italian  majolica,  for  a  number  of  his  designs  must  surely 
ave  been  based  on  a  ceramic  original  (No.  12).  He  seems,  how- 
ver,  to  have  intended  these  latter  designs  for  the  goldsmith  or  the 
ronze-founder,  for  whereas  the  ornament  on  the  majolica 
essels  was  mostly  painted  on  the  body  of  the  vessel,  in  his  ver- 
10ns  he  indicated  that  it  should  be  worked  in  relief.  Something 
f  Hornick's  failings  as  a  designer  can  be  appreciated  if  his 
csign  for  a  table-centre — or  perhaps  an  ink-stand  (No.  9) — is 
ompared  with  the  Salviati  school  design  for  a  salt  (No.  3).  Both 
lave  a  sarcophagus-like  base  but,  whereas  the  Salviati  design  is 
lear  and  its  elements  effectively  related,  the  Hornick  design 
>uilds  up  layer  upon  layer  with  conspicuous  lack  of  imagination. 
Vhile  the  winged  female  supporters  of  the  salt-cellar  are  of  bold 
iroportions  and  provide  a  solid  structural  base  for  the  composi- 
ion,  those  of  the  Hornick  design  are  insignificant  and  are  wcigh- 
d  down  by  the  mass  of  material  they  support.  Finally,  the  spaces 
if  the  Hornick  base  are  rather  tediously  filled  in  with  panels  of 
rabesques,  lions'  masks,  swags  and  ribbons.  In  this  case  the 
•lemish  master  has  not  succeeded  in  achieving  anything  more 


12.  Design  for  a  wine  bottle,  pen  and  wash.  One  of  the  most  elaborate 
drawings  of  Erasmus  Hornick,  it  shows  the  influence  of  contemporary 
Italian  majolica.  Victoria  and  Albert  Museum  (No.  5146). 


than  a  pastiche  of  his  Italian  source,  but,  as  we  shall  see  when  his 
later  work  is  considered,  his  remarkable  inventiveness  was  to 
devise  some  of  the  most  extraordinary  vessels  ever  offered  as 
models  for  the  goldsmith. 

Notes 

1  See  E.  Kris:  Steinschneidektmst  in  <icr  italienischen  Renaissance,  Wien  1929  p.  131  ff. 
-  The  drawings  were  purchased  from  a  Mr.  T.  M.  Whitehead.  A  selection  of 
twenty-four  reproductions  was  published  by  the  Arundel  Society,  London,  1871. 
In  this  publication  all  the  drawings  were  attributed  to  Italian  masters. 

3  Original,  that  is,  in  the  sense  that  they  are  not  German  copies  after  Italian  proto- 
types. They  are  probably  studio  drawings  by  Salviati's  assistants.  Eleven  of  them 
are  on  watermarked  paper,  as  follows:  Briquet  No.  759,  four  drawings;  760,  one; 
5924,  two;  5930,  one;  6098,  three.  In  each  case  the  watermark  is  associated  with 
Italy. 

4  This  set  of  cross  and  pair  of  altar  candlesticks  is  in  the  Treasury  of  the  Sacristy  of 
St.  Peter's,  Vatican. 

"  5  See  E.  Kris :  op.  cit.  Vol.  II,  figs.  466/7. 
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I.  J.  B.  C.  Corot.  ta  ft  j 
Normande    aux    trois    C<  - 
meres  (c.  1872),  signed  bottn 
right,   canvas,  17^ 
inches. 


Nineteenth-century  works  and  a 
Prud'hon  study  in  the  collection 
of  Mr  &  Mrs  George  Farrow 


WILLIAM  GAUNT 

THE  examples  of  French  pictorial  art  of  the  nineteenth 
century  provide  an  interesting  aspect  of  Mr.  &  Mrs.  Farrow's 
art  collection.  Earliest  in  date  is  a  particularly  fine  study  by  Pierre- 
Paul  Prud'hon,  the  figure  of  Innocence  for  one  of  those  allegorical 
subjects  which  so  often  inspired  the  artist,  V Amour  scduit  L' Inno- 
cence. Belonging  to  the  romantic  age  of  transition  from  the 
eighteenth  to  the  nineteenth  century,  Prud'hon  still  retained  a 
sensuous  charm  in  the  treatment  of  his  idyllic  or  fanciful  themes 
in  which  there  is  something  of  Boucher  and  also  of  Correggio, 
whose  work  he  profitably  studied.  This  drawing,  executed  in 
black  and  white  chalk  on  blue  paper  and  possessing  the  complete- 
ness and  decorative  value  of  a  painting,  recalls  Correggio  in  its 
melting  gradation  of  light  and  shade. 

The  main  thread  of  this  small  but  choice  collection,  however,  is 
the  landscape  and  Impressionist  tradition.  Corot  is  represented  by 
two  pictures  both  painted  towards  the  end  of  the  artist's  life.  At 
the  present  time  there  is  often  a  tendency  to  oversimplify  the 
account  of  Corot's  development  by  contrasting  the  strength  and 
clarity  of  his  early  work  with  the  slight  and  vaporous  delicacy  of 
later  oils,  with  some  suggestion  that  his  quality  deteriorated.  In 
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fact,  however,  he  never  lost  touch  with  nature  though  varion 
phases  of  his  work,  some  with  more  artifice  than  others,  can  be, 
distinguished.  La  Ferine  Normande  aux  Trois  Commeres,  which  i: 
dated  about  1872,  some  three  years  before  the  artist's  death,  com- 
bines realism,  simplicity  and  poetic  feeling  in  characteristic 
fashion.  The  straggling  farm  buildings,  the  background  of  trees, 
are  those  of  an  actual  countryside  and  the  small  figures  of  the 
gossiping  countrywomen  are  touched  in  with  an  appropriate 
sense  of  relation. 

A  smaller  painting,  Pres  d" Honfleur,  also  a  product  of  Corot's 
old  age  and  painted  at  some  time  after  1870,  shows  all  his 
appreciation  of  tones  of  grey  and  is  a  striking  and  unusual  com- 
position in  its  contrast  of  a  dark  mass  and  evanescence  of  tree 
detail.  The  'Ferme  Normande'  was  sold  by  Corot  for  2,000 
francs  to  Bugniet  in  1873  and  has  been  frequently  exhibited  and' 
the  subject  of  remark.  'Pres  d'Honfleur'  was  originally  sold  in  the 
'Vente  Corot'. 

Eugene  Boudin,  whose  admiration  for  Corot  was  so  great, 
follows  naturally  in  sequence.  The  'Marine'  of  the  Farrow1 
Collection,  dated  1882,  has  many  typical  merits,  the  feeling  for 

Pierre-Paul  Prud'hon.  Study  of  the  figure  of  Innocence  for  the  painting 
'  L' Amour  seduit  I'lnnocence'  (collection  Duchesse  de  Bisaccia,  Paris),  black 
and  white  chalk  on  blue  paper,  21^  x  nf  inches.  Collections:  de  Boisfre- 
mont,  Mme.  Power  (nee  de  Boisfrcmont),  Van  Cuyck,  Camille  Groult. 
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2.  J.  B.  C.  Corot.  Pres  d'Honfleur  (1870-75),  stamped  Vente  Corot,  13  x  95 
inches. 


atmosphere  and  the  delight  in  ships  and  the  harbour  spectacle 
which  Boudin  always  excelled.  In  spirit  one  may  feel  that  he  \\J 
never  far  from  Le  Havre  and  the  mouth  of  the  Seine,  though  \ 
1882  he  had  visited  and  painted  many  other  ports  from  Antwei 
tp  Bordeaux.  It  is  possible  that  this  is  one  of  his  views  1 
Antwerp  from  the  water. 

It  was  in  the  year  following  that  Alfred  Sisley  painted  V 
Bords  du  Loing  a  Moret.  Sisley  has  in  the  past  been  somewh^ 
overshadowed  by  his  Impressionist  contemporaries,  yet  he  mai 
well  be  thought  the  most  purely  lyrical  member  of  the  grouj 
One  of  his  many  paintings  of  Moret  where  he  settled,  this  won 
has  a  quality  which  especially  belongs  to  Impressionist  art.  SisleV 
like  Monet  and  Pissarro  was  able  to  give  an  everyday  scene  wit 
no  obviously  striking  feature,  a  remarkable  distinction  by  his  us 
of  colour  and  the  charm  of  atmosphere  encircling  the  objeci 
of  a  simple  composition.  The  division  and  repetition  of  coloui 
produces  a  harmony  very  restful  to  the  eye,  an  effect  of  intimac 
also.  Les  Bords  du  Loing  has  the  touch  of  magic  which  Sisley  wa 
always  so  well  able  to  impart  to  the  banks  of  a  river. 

Renoir  was  not  so  exclusively  devoted  to  landscape  as  Claud 
Monet  or  Sisley  or  as  much  inclined  as  they  were  to  cultivate  ! 
specifically  Impressionist  technique.  Throughout  his  career  h 
painted  the  figure,  and  the  Femme  Nue  dans  un  Paysaoe  is  a  goot 
example  of  his  appreciation  of  form  and  the  pearly  quality  o- 
flesh.  It  was  painted  in  1874,  the  year  of  the  first  Impressionis' 
exhibition,  when  Renoir  was  thirty-three.  Figure  and  landscape 
arc  related  only  in  arrangement  and  not  as  being  equally  subjec! 
to  the  effect  of  light  in  the  open  air.  Yet  in  the  charm  and  subtled 
of  style,  the  artist  seems  akin  to  his  forebears  of  the  eighteenth 
century.  The  skill  which  a  long  and  hard  apprenticeship  hacj 
produced  is  splendidly  displayed. 
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3.  Alfred  Sisley.  Lei  Bords  du  Loins  a  Moret  (1883),  canvas  14^  •  23  J  inches,  signed  lower  right. 
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:crre-Auguste  Renoir.  Femme  nut  dans  un  pay- 


A  later  example  of  the  art  of  Renoir  is  La  Jeune  Femme  au  'realism'  in  the  Winter  Scene  in  the  Jura,  a  painting  from  the 

Corsage  Rouge,  painted  in  the  1880's.  It  is  one  ot  those  portraits  studio  of  Gnstave  Courbet. 

vhich  one  can  contemplate  with  pleasure  as  a  painting  without  It  is  an  asset  of  Impressionist  paintings  in  general  that  they  take 

eeking  to  know  of  what  particular  person  it  was  a  likeness.  This  their  place  in  an  interior  with  a  special  civilized  grace  and  this  is 

5  due  partly  to  Renoir's  delight  in  the  youthful  type  and  to  the  a  feature  one  notes  in  Mr.  Farrow's  acquisitions.  The  Sisley,  for 

ightness  of  fluent  colour  which  technically  distinguished  it.  It  may  example,  seems  as  much,  and  delightfully,  a  part  of  the  room  as  if 

>e  contrasted  with  the  thick  application  of  paint  of  an  earlier  it  had  been  painted  expressly  for  the  position  it  now  occupies. 
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I.  The  top  of  one  of  a  pair  of  side  tables  in  Ross  of  Mull  granite,  the  borders  of  which  may  have  been  painted  by  Hi  agio  Rebecca — in  the  State  Dining  R 


English  furniture  in  the 
Duke  of  Argyll's  collection  at 
Inveraray  Castle 


INVERARAY  CASTLE,  the  scat  of  the  Dukes  of  Argyll,  con- 
tains an  important  collection  of  English  and  French  furniture, 
and  it  is  to  the  former  that  this  article  is  devoted. 

The  3rd  Duke,  who  had  succeeded  to  the  title  in  1743,  engaged 
Roger  Morris1  to  build  a  new  Castle,  in  place  of  the  original  one 
which  had  become  uninhabitable,  and  at  the  same  time  'to  im- 
prove its  environment  by  removing  the  town  from  the  immedi- 
ate vicinity  of  the  Castle  to  its  present  situation  on  Gallows 
Foreland  Point'.2  However,  although  some  of  Morris's  plans 
were  completed  at  the  Castle  and  in  the  town,  it  was  not  until  the 
5th  Duke  succeeded,  in  1770,  that  the  major  part  of  the  work  was 
carried  out.  He  engaged  Robert  Mylne3  as  his  architect  and  it  was 
the  latter  who  was  almost  entirely  responsible  for  the  magnific- 
ence of  the  decoration  of  the  State  Rooms  within  the  castle.  The 
Mylne  and  the  Adam  brothers4  were  rivals  and  their  styles  of 
interior  decoration  were  much  in  the  same  tradition. 

Many  of  the  finest  examples  of  English  furniture  in  the  Castle 
were  purchased  between  1750  and  1790  and  the  style  and  date  of 
the  pieces  themselves  verify  this.  Their  dates,  of  course,  corres- 
pond with  the  period  during  which  the  Castle  was  being  rebuilt 
and  decorated.  No  documentary  evidence,  in  the  form  of 
cabinet-makers'  accounts,  has  been  found  to  date;  although 
there  still  remains  a  wealth  of  archival  material  which  has  yet  to 
be  sorted.  It  is  only  possible,  therefore,  when  discussing  the 
furniture  to  make  attributions  on  stylistic  grounds,  and  caution 


ANTHONY  COLERIDG 


must  be  employed  as  this  is  always  a  dangerous  and  temptin 
exercise. 

Mylne's  painted  Dining  Room,  which  is  not  only  the  fine 
room  in  the  Castle  but  which  is  also  one  of  the  most  important  i 
Britain,  was  decorated  by  Biagio  Rebecca,5  and  it  would  t 
interesting  to  ascertain  whether  in  addition  he  was  responsib 
for  the  decoration  of  the  tops  of  the  side  tables  in  the  room.  The! 
form  part  of  the  integral  scheme  of  decoration  and  the  garlandc 
Moral  swags  on  the  outer  border  of  the  tops  of  the  semi-circula 
pair  (No.  1)  are  echoed  by  the  panels  that  border  the  orisailt 
roundels  on  either  side  of  the  chimney-piece  and  between  th 
windows.  It  is  known  that  artists  of  established  reputation,  sue 
as  Angelica  KaufFman,  Cipriani6  and  William  Hamilton,  actuall 
painted  examples  of  furniture  in  the  neo-classical  style,  althoug] 
in  most  cases  this  form  of  decoration  was  carried  out  by  copyist 
working  from  the  designs  of  the  above  artists  published  b; 
Boydell  and  others.  It  is,  therefore,  not  unreasonable  to  sugges 
that  Biagio  Rebecca  may  have  painted  the  borders  of  the  pai 
of  tables  in  question  (No.  1) ;  especially  as  the  stylised  form  o[ 
the  floral  arabesques  on  the  inner  spandrels  of  the  table  tops  i 
again  echoed  in  the  interlaced  border  of  peacock  feathers  tha 
frame  the  pair  of  pier-glasses  at  either  end  of  the  room.  Tin 
decorated  borders  are  centred  by  pink  Ross  of  Mull  granite 
slabs,  which  are  supported  by  gilt-wood  frameworks  carvec 
with  the  neo-classical  motifs  popularised  by  Robert  Adam  anc 
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associated  with  the  Italian  style  of  this  period.  The  friezes  are 
carved  with  oval  vignettes  of  putti  and  classical  profile  masks 
united  by  floral  swags  suspended  from  ribbon  ties,  the  tapered 
supports  are  carved  with  paterae  and  pendant  harebells.  The 
room  also  contains  a  pair  of  corner  console  tables  of  similar  date, 
the  white  and  gilt  painted  frames  of  which  support  simulated 
mosaic  slabs,  the  centres  boldly  painted  with  parrots  and  foliate 
arabesques  (No.  3),  and  the  borders  of  simulated  porphyry  and 
lapis  lazuli.  It  is  interesting  to  note  that  the  floral  arabesques 
which  are  painted  on  the  tops  of  both  pairs  of  tables,  especially 
the  flowerheads,  are  of  very  similar  design  (cf.  Nos.  1  and  3). 

The  State  Dining  Room  also  contains  the  first  example  of  a 
most  unusual  suite  of  furniture  (Nos.  4  to  7).  It  is  in  finely 


figured  mahogany,  which  is  carved  with  crisp  foliated  scrolls,  and 
is  lavishly  mounted  with  chased  ormolu  cast  as  Vitruvian  scrolls 
shells,  flowerheads  and  acanthus  foliage.  The  central  frieze 
mounts  (Nos.  4  and  5)  arc  particularly  worthy  of  note.  The 
suite  was  probably  made  circa  1765  and  is  of  late  Louis  Quinze  or 
Transitional  design.  It  must  be  almost  unique  and  it  would  be  of 
the  greatest  interest  to  know  if  there  is  any  furniture  extant  of  a 
similar  nature  in  Britain.  There  is  no  clue  as  to  who  may  have 
made  it  and  the  school  answer  would  probably  be  'a  cabinet-maker 
of  French  extraction  working  in  Britain'.  The  first  piece  is  a 
cabinet  in  the  State  Dining  Room  (No.  4)  which,  as  is  the  case 
with  the  table  shown  in  No.  5,  has  had  a  gilt-metal  gallery  added 
at  a  later  date.  The  flared  figuring  in  the  two  fielded  panelled 
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8.  One  of  a  pair  of  mahogany  stools.       h  unusual  gilt-metal  mounts.  9.  A  wine-cooler  in  the  Untermyer  Collection  with  identical  mounts  on  thi 

legs,  cf.  No.  8. 
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Kirs  is  superb  and  the  flanking  consoles  arc  carved  with  foliated 
|  rolls  in  the  same  manner  as  the  supports  in  the  other  examples, 
o.  5  illustrates  a  table  with  a  slightly  breakfront,  which  is  one  of 
set  of  four  in  the  South  West  Drawing  Room.  The  same  room 
attains  two  larger  tables  en  suite,  each  of  which  have  four  front 
gs  instead  of  two.  The  circular  library  table  (No.  6)  is  m  the 
apestry  Drawing  Room  and  its  tooled  leather  top  contains  four 
lglcd  drawers.  Its  typical  scrolled  supports,  which  are  heavily 
lounted  in  ormolu,  are  united  by  a  shaped  platform  undertier. 
he  last  example  in  the  suite  is  one  of  a  pair  of  stools  (No.  7),  the 
ddle-shaped  seat  and  foliated  frieze  of  which  is  supported  by  the 
j  .me  scrolled  legs  terminating  in  whorl  feet. 

One  of  another  pair  of  stools  of  great  rarity  is  illustrated  in 
Jo.  8.  The  channelled  oval  seat  rails  are  mounted  with  gilt— 
letal  mouldings,  and  the  cabriole  legs  are  mounted  at  the  knees 
.ith  Bacchic  masks,  from  the  beards  of  which  stem  pendant 
)liage,  and  which  terminate  in  foliated  cloven  feet.  A  wine- 
ooler  in  the  Untermyer  Collection7  has  a  band  of  similar  chan- 
elling  and  is  supported  by  four  cabriole  legs  with  identical  gilt- 
Metal  mounts  (No.  9).  Another  wine-cooler  of  similar  design, 
lie  legs  again  with  identical  mounts,  is  illustrated  in  the  Dictiou- 
ry  of  English  Furniture,"  and  the  authors  have  compared  its  de- 
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10.  Above.  A  mahogany  breakfast  tabic 
similar  to  a  design  in  Chippendale's  Director. 


sign  to  Plate  CLI,  fig.  1,  in  Chippendale's  Director  (1762).  The 
Untermyer  wine-cooler  is  dated  to  1775  and  the  example  in 
the  Dictionary  to  1755.  The  earlier  of  the  two  dates  would  seem 
the  more  realistic  and  the  Inveraray  stools  must  belong  to  the 
same  period.  The  gilt-metal  mouldings  on  the  friezes  of  the  stools 
and  on  the  bodies  of  the  wine-coolers  and  on  the  legs  of  them  all 
arc  also  identical,  and  it  would  seem  probable  that  they  all  orig- 
inally came  from  the  same  source.  Again  it  is  hoped  that  research 
and  scholarship  in  the  future  will  discover  this  common  source. 

It  is  always  tempting  to  link  the  name  of  Chippendale's  firm 
with  any  important  collection  of  English  furniture  and  there  are 
two  instances  in  which  this  may  be  done  at  Inveraray.  The  first 
is  a  breakfast  table  (No.  10)  which  is  similar  to  plate  LII1  in  the 
1762  edition  of  the  Director.  It  is  unusual  in  the  manner  111  which 
it  has  a  hinged  flap  at  the  rear  which  is  supported  by  a  gate-leg 
action.  Tables  of  this  nature  usually  have  twin  side  flaps  support- 
ed by  hinged  brackets  and  six  examples  are  illustrated  in 
Georgian  Cabiuet-Makers. 9  The  second  example  which  is  of  the 
greatest  importance  is  of  a  pair  of  marquetry  semi-circular  side- 
tables  of  neo-classical  design  (Nos.  1 1  and  12).  They  can  be  com- 
pared with  the  celebrated  pieces  of  furniture  of  this  nature  at 
Harewood  House  which  Thomas  Chippendale  made  in  circa 
1770-75.  The  tops  of  these  mahogany  tables  (No.  1 1)  are  veneered 
with  harewood  which  is  inlaid  with  a  rosette  and  trellised 
design.  This  form  of  decoration  was  in  favour  in  France  and  its 
use  is  rare  in  English  furniture;  although  it  is,  in  tact,  employed 
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11  and  12.  One  of  a  pair  of  fine  neo-classical 
marquetry  side  tables  in  the  Adam-Chippen- 
dale tradition. 
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13.  The  inlaid  and  cross-banded  top  of  a  very  fine  pembroke  table. 


15.  One  of  a  pair  of  Regency  rosewood  lamp  tables  of  most  unusual  design. 
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14.  A  rent  table  in  flared  mahogany  of  good  patina.  Note  the  alphabe": 
lettering  on  the  drawers  and  the  sprung  central  well. 


on  the  frieze  of  the  upright  secretaire10  at  Harewood.  The  tapere 
supports  and  friezes  of  the  Inveraray  tables  (No.  12)  are  inlaid 
many  woods  with  an  unusual  design  of  feathery  flowerhea 
blind  flutes  and  interlaced  husks.  These  tables  arc  excellent  e 
amples  of  the  fine  marquetry  work  that  was  being  produced 
Britain  during  the  neo-classical  period. 

No.  1 3  illustrates  the  top  of  what  must  be  one  of  the  fine 
pembroke  tables  ever  made  in  Britain.  It  is  centred  by  a  bol 
bat's  wing  or  shell  medallion  which  is  flanked,  on  the  flaps,  b 
two  others  of  compass  form.  The  mahogany  carcase  is  venccre 
inlaid  and  banded  with  harewood,  satinwood,  kingwood,  bo 
wood  and  purplewood  and  the  whole  design,  though  complex 
nature,  is  one  of  restrained  elegance.  This  can  be  compared  wi 
a  rent  table  (No.  14)  which,  although  perhaps  a  decade  earlier  i 
date,  shows  the  same-'  high  quality  of  workmanship  and  desig: 
Its  main  form  of  decoration  is  the  contrast  of  its  flared  mahogan 
veneers  which  are  framed  by  the  simple  mouldings  of  the  pane 
and  drawers. 

Later  in  date,  but  of  equal  interest,  are  a  pair  of  Regcn 
revolving  lamp  tables  (No.  15).  They  are  in  rosewood  and  t 
circular  galleried  tops  are  supported  by  central  pillars  carve 
with  an  overlapping  design  of  the  leaves  of  a  coniferous  tree.  Th 
unusual  gilt-metal  mounts  are  cast  as  stylised  anthemions, 
papyrus  and  laurel  leaves,  hearts  and  what  appear  to  be  a  cross 
between  springs,  toast  racks  and  hair-curlers.  As  a  contrast  to  this 
strange  pair  of  tables  is  an  important  white  painted  and  gilt 
centre-table  of  similar  date,  the  gilt-wood  pillar  of  which  is 
carved  as  a  palm  tree  with  sprouting,  overlapping  fronds  (No. 
16).  It  supports  a  Florentine  circular  marble  slab  inlaid  with  a 
mosaic  design  of  rare  specimen  marbles,  which  is  centred  by  the 
7th  Duke's  coat-of-arms11  and  cipher  in  painted  mosaic  work  on 
a  sable  field.  The  arms  are  quartered  with  those  of  his  third  wife's 
whom  he  had  married  in  183 1.  He  probably  ordered  the  table  top 


16.  A  white  painted  and  gilt-wood  centre-table,  the  pillar  carved  as  a  palm  tree. 

in  Florence  shortly  after  his  marriage  and  it  can  thus  be  dated  to 
the  closing  years  of  George  IV's  reign. 

The  South  West  Drawing  Room  contains  four  pendant  gilt- 
wood  wall  decorations  (No.  18)  which  are  superbly  designed  and 
executed.  Their  apexes  are  carved  as  ribbon  ties  from  which  are 
suspended  floral  garlands  each  centred  at  the  top  by  a  cartouche 
carved  with  the  letter  A  for,  presumably,  Argyll.  These  inter- 
laced floral  garlands  terminate  in  boldly  fashioned  lyres  which  are 
backed  with  laurel  boughs  and  carved  with  shells  and  acanthus 
foliage  (No.  19).  Each  of  them  measures  1 3  feet  in  height  and  they 
must  rank  amongst  the  finest  examples  of  decorative  carving 
produced  during  this  period,  the  third  quarter  of  the  eighteenth 
century. 

As  a  conclusion  to  this  article,  some  of  the  examples  of  English 
eighteenth-century  seat  furniture  in  the  collection  will  be 
described.  All  the  examples  that  have  been  chosen  are  in  the 
French  taste  and  it  may  be  held  by  some  that  one  or  two  of  them 
were  even  made  in  France.  The  first  is  one  of  a  set  of  twelve  open 
armchairs  in  the  State  Dining  Room  (No.  20).  They  are  of 
Regence  or  early  Louis  XV  design  and  the  mahogany  frames, 
which  are  profusely  carved  with  acanthus  foliage,  have  been 
gilded.  The  gilding  of  mahogany  furniture  is,  of  course,  extreme- 
ly rare  and  in  this  case  it  is,  without  doubt,  contemporary.  The 
chairs,  which  can  be  dated  to  the  third  or  fourth  decades  of  the 
eighteenth  century,  are  upholstered  with  panels  of  Beauvais 
tapestry.  There  are  still  some  panels  of  very  similar  tapestry 
hanging  in  the  Castle,  so  it  would  appear  that  a  good  deal  of  it 
must  have  been  ordered  in  France  at  the  same  time.  There  are 
also  seven  other  open  armchairs  and  twelve  single  chairs  of 
slightly  differing  design  scattered  throughout  the  Castle;  so  the 
original  set  must  have  been  a  large  one.  These  chairs  may  have 
been  in  the  old  Castle,  as  the  new  Castle  was  begun  in  about  1745 
and  it  is  doubtful  whether  much  new  furniture  would  have  been 


17.  The  Florentine  inlaid  specimen  marble  top  of  the  table  (No.  16).  The 
coat-of-arms  in  the  centre  is  that  of  the  7th  Duke's  quartered  with  his  third 
wife's  whom  he  married  in  1831. 
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I.  One  of  a  set  of  six  Hepplewhite  open  armchairs  of  Louis  XVI  design. 

xnieht  for  the  first  five  years  or  so.  One  of  a  set  of  six  open  arm- 
rhairs  of  Louis  XVI  design  is  illustrated  in  No.  21  and  it  is  a 
vpical  English  adaptation  of  a  French  prototype.  The  channelling 
>n  the  serpentine-shaped  seat  rail  and  the  wheatears  and  paterae 
:arved  on  the  arms  are  entirely  insular  in  feeling.  Finally,  another 
:xample  from  the  same  school  is  shown  in  No.  22  which  is  almost 
dentical  to  No.  23 — the  only  difference  being  that  the  top  and 
ieat  rails  are  shaped  in  the  first  example. 

It  is  hoped  that  this  article  has  shown  that  the  Dukes  of  Argyll, 
in  the  same  way  as  the  Dukes  of  Atholl.  exercised  their  inherent 
good  taste  in  the  choice  of  their  furniture  as  in  the  decoration  of 
their  houses. 

I  am  much  indebted  to  His  Grace  the  Duke  of  Argyll  for  his  help  and 
many  courtesies  during  the  preparation  of  this  article. 

NOTES 

1  Roger  Morris  started  work  at  Inveraray  in  1745  and  this  was  his  first  major  com- 
mission. He  also  built  Coomb  Bank,  Kent,  and  Wimbledon  House,  Surrey — the 
latter  being  destroyed  by  fire  in  1785.  Perhaps  his  major  work  was  Kirkby  Hall, 
Yorkshire. 

*  Quoted  from  the  guide  of  Inveraray  Castle — the  text  by  E.  I.  Musgrave. 
'Robert  Mylne  (1734-1811)  first  studied  under  his  father,  Thomas  Mylne,  and  then 
in  Rome  from  1754  to  1758.  On  his  return  he  was  given  many  important  com- 
missions, both  of  an  architectural  and  engineering  nature. 

*  William  Mylne,  Robert's  brother,  was  also  studying  in  Rome  from  1755  to  1756. 
He  became  architect  to  the  City  of  Edinburgh  and  later  moved  to  Dublin.  The 
relationship  between  Robert  Adam  and  the  Mylne's  in  Rome  is  described  in 
Robert  Adam  and  his  Circle,  John  Fleming,  London,  1961. 

'  Biagio  Rebecca  (1735-1808)  was  an  ornamentalist  and  historical  painter  of 
Italian  descent  who  lived  and  worked  in  England.  He  was  elected  an  associate  of 
the  Academy  in  1771  and  worked  at  Windsor  Castle,  Somerset  House,  Audley 
End  and  Heaton  Hall. 

*  It  is  recorded  in  one  instance  that  Cipriani  decorated  a  commode  with  'four 
Muses  in  his  very  best  manner' — English  Furniture,  Tlie  Georgian  Period,  M. 
Jourdain  and  F.  Rose,  London,  1953,  p.120. 

'  See  English  Furniture  in  the  collection  of  Irwin  Unterinyer,  London,  1958,  plate  28, 
fig.  47.  This  wine-cooler  was  formerly  in  the  H.  H.  Mulliner  Collection. 

*  See  The  Dictionary  of  English  Furniture,  P.  Macquoid  and  R.  Edwards,  1954, 

vol.  in,  fig.  5,  P.  373. 

*  See  Georgian  Cabinet-Makers,  a  New  and  Revised  Edition,  R.  Edwards  and  M. 
Jourdain,  London,  1955,  pages  180  and  181. 

"  See  Georgian  Cabinet-Makers,  note  9  above,  plates  138  and  139. 

u  The  arms  are  the  7th  Duke's  quartered  with  those  of  Anne  Cunningham  of . 

Craigends,  his  third  wife,  whom  he  married  in  1831. 


22  and  23.  Two  very  similar  examples  from  a  set  of  George  III  open  arm- 
chairs in  the  French  taste. 
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The  Chagall  ceilin 


Two  leading  Paris  art-historians  argue  'for  and  against' 


WHEN  it  was  learnt,  in  August  1962,  that  M.  Malraux, 
France's  Minister  of  Cultural  Affairs,  had  decided  to 
assign  to  Chagall  the  painting  of  a  new  ceiling*  for  the  Opera, 
Paris  was  astonished.  From  the  first  the  painter's  light  and  airy 
narrative  style — where  the  Jewish  and  Russian  folklore  of  his 
childhood  combined  with  a  suggestion  of  a  symbolic  'super- 
natural'— seemed  completely  divorced  from  the  heavy  and 
exuberant  Palais  Gamier,  with  its  extremist  baroque,  heavily 
laden  with  statues,  garlands  and  gilding. 

Chagall,  faced  with  this  public  protest,  hesitated.  The  Minister, 
stung  to  the  quick,  insisted.  Never  had  such  a  flattering,  if 
illogical,  proposition  been  made  to  an  artist.  This  starveling  of 
Vitebsk,  this  Russian  emigrant,  this  exile  who  for  forty  years  had 
lived  in  his  lost  country  only  through  his  paintings,  had  felt  on 
his  shoulder  the  fraternal  hand,  as  he  believed,  of  a  Minister  who 
was  also  one  of  the  greatest  French  writers.  He  accepted. 

It  was  a  mistake.  Violent  protests  were  voiced.  Disrupting  the 
architectural  unity  of  a  monument  is  always  dangerous  if  the 
artist  does  not  submit  to  its  style.  Brought  up  on  the  old  masters, 
Delacroix,  thanks  to  his  painter's  genius,  was  able  to  integrate 
admirably  in  the  Gallery  of  Apollo  started  by  Le  Brun.  Was 
Chagall,  a  man  apart,  who,  despite  his  talent,  had  no  ties  with  the 
tradition  of  French  art,  going  to  be  able  to  do  as  Delacroix  had 
done,  and  fit  into  a  place  of  a  character  and  spirit  the  very  opposite 
of  his  own  ?  If  so  there  would  be  no  hesitation  in  pointing  out 
that  his  art  was  on  a  level  with  the  execrable  style  of  Napoleon 
III.  If  not  he  would  be  reproached  for  clashing  with  the  allegories 
and  flatulence  of  the  auditorium. 

Faced  with  these  doubts  M.  Malraux  decreed  that  the  new- 
ceiling  would  be  removable.  This  meant  that  if,  one  day,  Chagall 
went  'out  of  fashion',  his  work  could  be  removed;  a  most  un- 
fortunate initiative  which  deeply  wounded  the  painter. 

But  it  was  too  late  to  withdraw.  Having  started  the  design  he 
showed  it  to  M.  Malraux,  who  found  it  to  his  liking.  The  price 
was  named:  18  million  A.F. 

The  drawbacks  were  only  beginning.  What  would  happen  if 
one  day  Chagall's  ceiling  was  removed;  Would  yet  a  third  be 
commissioned?  Anticipating  this  dilemma  M.  Malraux  decided 
that  the  new  ceiling  would  be  painted  on  a  vault  placed  in  front 
of  the  old  one.  M.  Auric,  the  director  of  the  Opera,  pointed  out 
the  effects  this  unexpected  drum  of  echos  had  on  the  acoustics. 
The  architect,  for  his  part,  protested  against  this  'apparatus' 
appended  to  the  unity  of  the  auditorium;  and  what  is  more, 
made  out  a  very  costly  estimate.  M.  Malraux  took  no  notice. 

Disturbed  by  the  campaigns  in  the  press,  General  de  Gaulle 
asked  the  Minister  of  Cultural  affairs  what  his  reasons  were  for 
choosing  Chagall  for  the  Opera  and  the  Opera  for  Chagall.  M. 
Malraux  replied  with  a  long  letter  of  justification,  which  the 
painter  considered  rather  misplaced,  as  according  to  him  neither 


*The  old  ceiling,  contemporary  with  the  construction  of  the  Opera  (1861-1875) 
was  commissioned  by  the  architect,  Charles  Gamier,  from  the  painter  Lenepveu, 
director  of  the  French  Academy  at  Rome,  and  a  member  of  L'Institut. 


his  talent  nor  his  work  required  any  'official'  explanatiol 

The  full  scale  execution  of  the  painting  began,  in  fragmei  I 
which  were  mounted  on  a  spherical  vault.  A  young  paint 
Bierge  the  decorator  of  the  Comedie-Francaise,  was  entrust 
with  it,  Chagall,  like  the  great  masters  in  the  past,  retaining  f 
himself  the  final  details.  But  as  this  much  discussed  ceiling  to< 
shape  his  anguish  grew.  The  majority  of  the  critics,  the  seasc 
ticket  holders,  and  the  supporters  of  the  Opera,  were  agait 
it.  M.  Auric  himself  expressed  new  objections.  In  vain. 

Chagall  received  M.  Malraux,  who  had  ordered  him  not 
show  his  ceiling  to  anyone.  Alone  and  bewildered,  work  starti 
in  the  fiercely  guarded  studio  of  the  Gobelins  factory  ai 
finished  in  an  Air  Ministry  hangar  at  Meudon,  the  paint 
humbly  asked  the  Minister  to  receive  various  personalities  to  fir 
out  their  criticisms.  The  Minister  refused.  One  question  was  no 
on  everyone's  lips :  what  would  this  ceiling  be  like  ? 

Paris  finally  saw  it  during  a  gala,  which  was  the  superlative 
orchestrated  triumph  of  Chagall  and  M.  Malraux;  'les  duettist 
de  l'apothose'  as  one  journalist  put  it.  One  might  think  thatU 
painter  like  this,  who  we  all  admire,  would  extricate  himsel 
from  the  adventure  with  very  little  damage.  Alas,  the  tone  had  tf 
be  lowered.  He  had  painted,  at  77  years  old,  the  dullest,  crudes  1 
and  most  banal  Chagall  of  his  career. 

This  is  not  a  ceiling.  The  artist  has  ignored  the  elementary  law 
of  this  type  of  undertaking;  it  is  simply  a  round  canvas,  a  'tondc 
as  the  Italians  say,  winch  could  have  been  put  anywhere.  Chaga 
gave  some  proof  of  his  ignorance  with  his  ingenuous  remark  to 
journalist:  'Le  lustre  m'a  gene'.  An  inconceivable  confession  fo 
a  mural  painter.  He  has  chosen  curiously  dull  tones  completel 
out  of  tune  with  the  'brilliant'  look  of  the  gilding  in  the  audi 
torium.  In  a  perfectly  architectural  whole,  where  everythini 
holds  together,  he  has  painted  isolated  and  unconnected  figures 
The  scattered  patches  of  colour  make  the  whole  thing  disjointed 
which,  really  'falls'  rather  than  holding  to  the  wall  as  an1, 
thoughtfully  conceived  mural. 

The  imagery  of  anecdote  and  folklore,  is,  at  such  a  height 
robbed  of  solidarity  or  substance.  Chagall,  who  has  treated  hi; 
work  like  an  easel  painting,  has  created  a  serious  antagonisn 
between  it  and  the  two  elements — ceiling  and  auditorium— 
gravely  compromising  the  whole  character  of  the  interior.  Tin 
inspiration,  deliberately  Russian,  shocks.  While  Chagall  has  often 
admirably  understood  the  French  character,  as  he  understood  the 
Mediterranean  spirit  of  the  decor  of  Daphnis  and  Chloe — tin 
ballet  performed  for  the  gala  evening— here  he  has  made  a  very 
grave  mistake.  This  ceiling,  conceived  as  it  is,  would  have  beer- 
very  acceptable  in  a  contemporary  context.  But  at  the  Opera 
it  constitutes,  apart  from  its  faults,  a  regrettable  lack  of  taste. 

I  deplore  it  for  Chagall's  sake  whom  I  admire,  and  like  enorm- 
ously. He  has  been  dragged  under  protest  into  an  adventure 
which  could  only  be  a  failure.  'They  don't  like  me'  he  said  sadly 
in  the  face  of  the  attack.  No,  on  the  contrary,  it  is  because  you  are 
liked,  Marc  Chagall,  that  we  regret  this  mistake  which,  what  is! 
more,  interferes  seriously  with  the  only  example  of  the  style  of; 
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lapoleon  III  which  has  been  preserved  intact  (together  with  the 
ttle  theatre  at  Fontainbleau). 

A  deputy  asked  M.  Malraux:  "What  arrangements  has  the 
linister  in  mind  for  adapting  the  architectural  decor  of  the 
)pera  to  the  ceiling  painted  by  Chagall?'  We  await  the  answer 
fith  curiosity. — P.  Cabanne. 

HE  installation  of  Chagall's  ceiling  at  the  Paris  Opera  pro- 

oked  serious  discussions;  less  over  the  artist  himself  and  his 
rtistic  merits,  than  over  the  principle.  Firstly  a  decision  must 
e  made  about  this  question  of  principle :  is  it  logical  to  insert  in 

monument  of  one  period,  of  a  distinctive  style,  a  work  of  a 
lifferent  period?  Worded  like  this  the  question  obviously  elicits 

negative  reply.  But  inflexible  attitudes  are  always  theoretical, 
nd  do  not  correspond  to  life  in  reality.  If  one  wants  to  respect 
his  rule  of  unity,  then  few  monuments  are  worthy  of  admira- 
ion,  neither  the  Louvre  nor  Versailles,  nor  Delacroix's  ceilings 
or  the  Bourbon  palaces,  not  even  numerous  cathedrals  where 
oman  and  gothic  are  unscrupulously  mixed  and  where  there  are 
windows,  altars  and  reredos  of  all  periods. 

The  great  eras  of  the  past  were  not  burdened  with  these 
heoretical  precautions.  In  fact,  what  matters  is  the  quality  of 
he  new  addition.  Failure  can  only  be  attributed  to  bad  works, 
uccess  justifies  any  audacity.  Which  leads  us  to  a  second  ques- 
ion:  can  Chagall's  ceiling  be  counted  as  a  success? 

In  itself  this  composition  is  one  of  Chagall's  very  good  paint- 
ngs.  On  this  vast  scale  it  keeps  all  the  qualities  of  freslmess, 
pontaneity  and  pleasant  fancies  which  are  the  charm  of  this 
winter's  art.  Anyone  who  does  not  like  these  qualities  will  not  be 
:onvinced  by  this  vast  work  either;  but  no  one  who  does  admire 


the  artist  will  be  disappointed.  It  is  even  permissible  that  one 
might  have  doubted  whether  Chagall  was  capable  of  finishing 
such  a  task  without  collapsing. 

It  only  remains  to  find  out  whether  the  painting  is  in  harmony 
with  the  monument.  Above  all  the  freshness  of  the  colours  seems 
to  give  new  life  to  the  gold.  Certainly  the  decorative  motifs  are 
completely  different  in  style  to  his  ceiling.  They  are  more  for- 
mal and  academic;  although  their  abundance  gives  an  impression 
of  exuberant  gaiety,  which  in  its  very  excess  is  in  tune  with  the 
fantasy  of  the  ceiling,  like  a  picture  frame  can  suit  a  baroque 
canvas,  although  its  technique  is  more  strict  and  less  personal. 
The  real  surprise  aroused  by  this  ceiling  does  not  lie  here  though, 
but  in  the  complete  transformation  of  the  general  atmosphere. 
The  old  paintings,  which  can  still  be  seen  in  the  foyer,  blend 
intimately  and  anonymously  with  the  general  decor,  because  of 
their  complete  neutrality. 

In  the  auditorium  this  type  of  neutral  painting  filled  in  the 
ensemble  making  a  closed  space,  a  sumptuous  frame.  Chagall's 
ceiling  on  the  contrary  lifts  the  roof,  letting  in  the  fresh  air; 
soaring  skywards,  liberated.  Everything  is  uplifted  Lw  it. 

Is  it  better?  Is  it  not  so  good?  The  conclusion  is  left  to  the  taste 
of  each  individual.  One  might  prefer  the  spectator  to  be  closed  in 
with  the  spectacle.  For  my  part,  contrary  to  what  I  had  feared,  I 
felt  at  ease  beneath  this  lightness,  this  festive  atmosphere,  which 
is  serious  though  lighthearted.  In  any  case  it  would  be  a  very 
severe  and  hasty  judgement  to  condemn  this  work  because  of 
'principles'  which  have  been  transgressed  a  thousand  times,  and 
not  to  wait  for  the  period  of  passions  and  surprise  to  pass,  and 
allow  a  creation  of  this  importance  to  be  appreciated,  as  it 
deserves. — Raymond  Cogniat. 
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A  Brunswick  treasure  acquired 
for  Oslo  Kunstindustrimuseum 


ADA  POLAK 


The  Potsdam  goblet,  made  be- 
tween 1716  and  1728,  height 
19  5  cm. 


IN  September,  1962,  a  glass  goblet  with  the  English  royal  arms 
engraved  on  the  bowl  was  acquired  by  the  Kunstindustri- 
museum in  Oslo  fron'i  a  dealer  in  the  town.  The  cost  was  ten 
pounds,  and  as  the  goblet  lacks  its  lid,  is  somewhat  chipped  round 
the  lip  and  is  heavily  crizzled,  this  seemed  fair  enough  at  the  time 
of  purchase.  But  when  on  closer  study  the  goblet  was  found  to 
be  associated  with  the  House  of  Brunswick  at  the  time  when  its 
Elector  succeeded  to  the  English  throne  as  George  I,  it  began  to 
seem  cheap  at  the  price. 

The  oval  frame  round  the  English  roval  arms  on  the  bowl 
bears  the  inscription:  ERNES T:AVGUS TVS:D.G.DVXEBOR : 
ETALB:EPISC:OSNABR:DVX:BRVNS:  &LVN.  This  identi- 
fies it  as  having  been  made  for  Duke  Ernst  Augustus  the  Younger 
of  Brunswick  Liineburg,  who  was  born  hi  1674,  the  son  of  the  first 
duke  of  that  name,  and  died  in  1728. 1  In  1714  his  elder  brother. 
Georg  Wilhelm,  became  King  of  England  as  George  I,  and  it  was 
after  that  date  that  the  Brunswick  family  began  to  bear  the  royal 
arms  of  England.  On  the  goblet  the  motto  Dieu  et  mon  Droit  has 


been  substituted  by  Duke  Ernst  Augustus'  personal  motto 
Lege  et  Grege,  while  the  rakelike  object  with  three  prongs  on  tcj 
of  the  shield  and  on  the  collars  of  the  supporters  is  the  cadet 
mark,  showing  the  owner  of  the  arms  to  be  the  yoi 
brother  of  the  monarch.-  Hence,  probably,  the  DVX  EB( 
(Duke  of  York)  of  the  inscription. 

Duke  Ernst  Augustus  became  lay  bishop  of  Osnabriick  in  17H 
and  on  1st  July  the  same  year  he  was  elected  a  Knight  of  1 
Garter.  It  seems  probable  that  the  goblet  was  made  for  him 
that  eventful  year,  but  in  any  case  it  must  have  been 
between  171 6  and  the  time  of  his  death  in  1728. 

So  much  for  the  goblet's  personal  associations  and  date.  Wr 
about  its  possible  place  of  origin: 

In  style,  the  Oslo  goblet  is  close  to  the  products  of  the  Potsc 
glasshouse.  Like  so  many  Potsdam  glasses  it  has  a  row  of 'Kugel: 
cut  round  the  edge  of  the  bowl,  and  a  heavy  collar  of  point 
leaves  in  matted  glass  in  relief  round  the  base  of  the  bowl  and  1 
centre  of  the  foot.  The  high  degree  of  sickness  in  the  materia 
another  feature  that  the  goblet  in  Oslo  has  in  common  with  mi 
Potsdam  glass.  The  House  of  Brunswick  is  known  to  have  ore 
ed  several  heraldic  glasses  from  Potsdam  just  about  this  time, 
it  did  also  patronize  other  German  factories.3  and  on  closer  inve 
tigation  it  seems  doubtful  whether  the  Oslo  goblet  is  really 
genuine  Potsdam  product.  The  material  seems  a  little  too  light  i 
weight,  and  the  engraving,  though  of  respectable  technica 
quality,  is  not  quite  of  the  standard  generally  seen  in  the  rea 
Potsdam  pieces.  The  safest  is  probably  to  follow  Robert  Schmidt 
when  he  published  a  goblet  not  unlike  the  Oslo  piece  in  shapt 
and  similar  to  it  in  general  quality,4  and  call  the  Oslo  goblej 
'Mitteldeutsch',  assuming  that  it  was  made  in  one  of  the  anony- 
mous glasshouses  in  central  Germany,  which  followed  Potsdan" 
fashions  in  their  choice  of  decorative  details. 

How  it  came  about  that  this  Brunswick  glass  found  its  way  tc 
the  window  of  an  Oslo  dealer  two  hundred  and  hftv  years  after 
it  was  made,  will  probably  never  be  known. 


NOTES 

1  Allgemeine  Deutsche  Biographic,  B.  48  (Nachtrage).  Much  interesting  infor-l 
mation  concerning  the  House  of  Brunswick  is  also  to  be  found  in  L.  G.  G.  Ramsey: 
Treasures  of  the  House  of  Brunswick,  1  (Silver  and  furniture),  Tlie  Connoisseur, 
Oct.  1952,  pp.  90-93.  written  in  connection  with  the  exhibition  with  that  title  int 
the  Victoria  and  Albert  Museum  in  the  summer  of  1952. 

2  I  am  grateful  to  Mr.  John  P.  Harthan.  Keeper  of  the  Library  of  the  Victoria  and 
Albert  Museum,  for  his  kind  assistance  in  interpreting  the  details  of  the  heraldry, 
as  well  as  for  giving  me  the  date  of  Duke  Ernst  Augustus'  election  as  a  Knight  of 
the  Garter. 

3  R.  J.  Charleston:  Treasures  of  the  House  of  Brunswick,  II  (Engraved  Glass),; 
The  Connoisseur,  Oct.  1952,  pp.  94-97. 

4  Robert  Schmidt:  Brandenburgische  Closer,  Berlin  1914,  Tafel  24,  No.  4. 
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^ew  discoveries  of  the 
Romanesque  period  in  France:  2 

'escoes  and  Reliquaries  at  Saint-Michel-d'Aiguilhe 


^IDO  MARINELLI 


AINT-MICHEL-D' AIGUILHE  is  one  of  those  rare 
'architectural  jewels  in  the  Romanesquc-Mozarabic  style,  and 
>  some  unique  elements.  Because  of  its  particular  position  and 
;  it  has  come  down  to  us  unaltered.  It  constitutes  a  fine  example 
that  style  which  in  the  Auvergnc  and  Upper  Loire  region,  in 
:  Cathedral  of  Notre  Dame  of  Puy-en-Velay,  reached  its 
eatest  and  most  monumental  expression. 
The  unusual  position  of  Saint-Michel-d'Aiguilhe  recalls  an- 
|  her  monument  of  Romanesque  architecture  of  the  same 
riod,  the  famous  Abbey  of  Mont-Saint-Michel,  built  in  the 
venth  century  on  an  isolated  rocky  eminence  in  the  Channel, 
i  original  stylistic  purity  can  still  be  seen,  in  the  cloister,  the 
efectory  and  the  Hall  of  Knights,  which  every  year  saw  the 
lemn  gatherings  of  the  Order  of  the  Knights  of  St.  Michael, 
'  stituted  in  1469  by  Louis  XI,  and  which  well  deserves  the  name 
4arvel',  by  which  it  has  long  been  called. 
The  historical  records  of  Le  Puy  indicate  that  Truannus,  the 
ladjutor  of  Gui  II  of  Anjou,  Bishop  of  Le  Puy,  was  so  1111- 
ressed  by  a  visit  he  paid  to  Mont-Saint-Michel  that  he  decided 
1  build  a  chapel-oratory-shrine  on  the  summit  of  Mont  Aiguilhe 
liguilhe,  in  the  old  vernacular,  means  'needle',  aiguille  the  hill 
i  650  metres  high  and  the  rock  88  metres,  the  base  having  a 
iameter  of  54  metres).  The  miracle  of  construction  seen  in  this 
nrine,  reached  by  a  flight  of  two  hundred  and  sixty-eight  steps, 
ut  111  the  rock,  is  still  an  object  of  admiration. 
Some  local  legends,  on  the  other  hand,  suggest  that  there  was  a 
emple  here  before  the  building  of  the  Abbey,  an  ancient  temple 
ledicated  to  the  worship  of  the  sun,  which  was  afterwards  re- 
onstructed  and  adapted,  as  was  done  in  the  case  of  other 
christian  buildings  of  the  early  centuries  of  our  era.  The  region 
s  rich  in  legends,  inspired  bv  Celtic  memories  of  Gaul,  and  by 
he  natural  elements.  According  to  some  historians  of  a  later  date 
han  the  erection  of  the  Chapel  of  St.  Michael  (see  documents  of 
he  Hotel  Diett  of  Le  Puy,  1088)  the  foundation  stone  was  laid  on 
t8th  July,  962,  by  Bishop  Godescaale,  a  few  months  before  his 
ieath  on  the  1st  December,  the  same  year,  and  the  Chapel  was 
xmsecrated  in  984  by  Gui  II  of  Anjou,  his  successor.  Others 
iuggest  the  1 8th  July,  962,  for  the  consecration  of  the  Chapel, 
ind  984  for  that  of  the  small  Abbey  of  Segurat,  built  by  the  side 
}f  the  Chapel  to  house  the  monk  custodians,  and  of  two  other 
imaller  Chapels  built  along  the  road  leading  up  to  Saint-Michel, 
dedicated  to  the  archangels  Gabriel  and  Raphael.  At  present  only 
:he  Chapel  of  St.  Michael  remains,  the  little  Abbey  of  Segurat 
ind  the  two  smaller  Chapels  having  disappeared. 

The  recently  restored  mural  paintings,  in  spite  of  their  poor 
itate  of  preservation,  generally  speaking  maintain  their  primitive 
style  and  the  colouring  of  the  background.  The  drawing,  the 
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I.  The  approach  to  the  Chapel  of  Saint-Michel-d'Aiguilhe  showing  the 
facade  and  portal. 
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2.  Interior  of  the  Chapel  of  Saint-Michel-d'Aiguilhe. 


4.  The  partial  reconstruction  of  the  painting  on  the  vault  of  the  chapel, 
from  the  plan  drawn  up  in  1851  for  its  restoration. 


plastic  effects,  the  ornamental  motifs  and  the  figures  of  the  Saints 
are  considerably  damaged  and  blurred.  In  some  places,  in  fact, 
only  patches  of  colour  can  be  seen,  with  barely  visible  outlines  of 
figures. 

Originally  the  Chapel  was  frescoed  all  over.  These  frescoes 
illustrated,  in  almost  regular  chronological  sequences,  stories 
from  the  Old  and  New  Testaments ;  the  parables,  the  Passion,  the 
Resurrection  and  the  Last  Judgment  are  the  principal  themes.  The 
legends  of  the  first  martyrs  and  of  the  first  apostles  to  preach  the 
Gospel  in  this  region  seem  to  have  formed  a  decorative  scheme 
which  harmonised  well  with  the  major  themes.  As  regards  the 
date  of  the  frescoes  opinions  also  differ.  Some  art-historians  con- 


3.  Interior  of  the  Chapel  of  Saint-Michel-d'Aiguilhe  showing  the  carv^ 
capitals  on  the  columns. 


firm  the  primitive  design  of  their  original  composition  (ten 
century),  pointing  out  typically  Carolingian  elements  of  styl 
The  Romanesque  and  Byzantine  technique  shown  in  subseque 
restorations  (eleventh  and  twelfth  centuries)  did  not  alter  tl 
plastic  rhythms  but  only  the  strictly  pictorial  values.  Oth 
writers  detect  restorations  in  which  the  essential  primith 
'Carolingian'  elements  have  been  lost  to  sight,  in  a  new  ar 
altered  version  in  which  there  exist  now  only  Romanesqu 
Byzantine,  Spanish,  Mozarabic  and  Italian  elements. 

The  surviving  wall  paintings  which  have  now  come  to  ligh 
after  the  various  restorations  and  cleanings,  may  now  be  coi 
sidered  to  belong  to  the  twelfth  and  thirteenth  centuries,  tr 
most  probable  epoch.  To  the  primitive  popular  style  of  loc. 
artists  of  the  'Carolingian'  school  has  been  added  a  fine  sense  <j 
colour,  Romanesque-Byzantine  in  origin,  which  is  remarkab 
also  for  its  plastic  effects.  One  must  note  also  the  segmentation  c 
the  vaults  and  walls.  The  pictorial  cycle  was  planned  to  harmor 
ise  with  the  general  architectural  design  of  the  Chapel  and  th 
character  of  its  construction.  The  central  vault  is  covered  with 
great  composition,  in  the  centre  of  which  is  a  dominant  figure  c 
Christ  in  the  act  of  blessing,  set  in  a  double  circular  halo,  be 
tween  the  sun  and  the  moon.  Opposite  is  St.  Michael,  betwee 
two  seraphs.  In  the  spandrels  are  the  symbols  of  the  Evangelist: 
separated  below  by  two  angels.  Each  figure  is  set  in  a  circle.  Th 
border  has  a  line  of  little  clouds,  similar  to  those  one  can  see  in  th 
background.  The  colours  are  yellow  and  red  ochre,  black,  whit 
and  grey.  On  the  walls  are  the  Heavenly  Jerusalem,  Hell,  th 
Annunciation  and  the  Nativity. 

The  actual  shrine  consists  of  a  quadrilateral,  four  metres  eacl 
way,  enclosed  after  the  last  building  work  of  the  twelfth  century 
It  forms  a  niche,  or  an  apse,  surrounded  by  smaller  apses  to  th 
east  and  north,  with  another  on  the  southern  side  which  give 
access  to  the  gallery. 

The  wear  of  centuries  and  movements  of  the  ground,  due  t< 
the  unusual  situation  and  height,  have  lowered  the  floor  level,  sc 
that  one  part  falls  away  almost  vertically  at  the  entrance.  Th« 
vestibule,  at  the  main  door,  with  two  rough  hewn  beams,  con, 
tinues  inside  the  Chapel  in  the  form  of  an  elliptical  ambulatory: 
with  nine  covered  beams  in  irregular  vaults,  and  reaches  a  smal 
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The  1851  reconstruction  of  the  frescoes  on  the  north  and  south  walls  of 
le  chapel. 


6.  The  wall  paintings,  showing  their  state  of  preservation. 


rregular  space  whence  the  central  nave  starts,  from  in  front  of 
he  shrine.  The  vaults  here  have  no  principal  beams  but  rest  in- 
tead  on  short  stone  pillars.  The  capitals  of  the  columns  are 
arved  with  eagles,  dogs,  hares,  palmettes,  acanthus  leaves, 
crolls  and  other  ornaments,  of  great  plastic  effectiveness  and  full 
if  allusive  and  symbolic  meaning.  The  astragal  is  carved  in  the 
rolumn  itself,  thus  giving,  at  the  same  time,  an  effect  of  extreme 
ightness  and  solidity. 

The  main  doorway  of  the  Chapel  is  dominated  by  the  three- 
Cllsped  tympanum  in  polychrome  stone,  of  Mozarabic  style, 
(Mvided  by  a  frieze  of  volcanic  stone,  black  and  white  with  geo- 
metrical designs.  The  sculptures  of  the  door  form  an  ensemble  of 
imagery  in  harmony  with  the  two  side  supporting  columns  with 
their  carved  capitals. 

In  the  form  and  imagery  of  the  carvings  the  tympanum,  or 
rather  its  three-cusped  frame,  is  unique  in  the  Romanesque 
sculpture  of  that  epoch.  The  two  sirens  carved  on  the  architrave 
seem  alien  to  the  art  and  style  of  the  rest  of  the  door,  and  they 
may  be  copies  carved  in  a  later  time  after  the  primitive  architrave. 
From  the  central  lobe  of  the  tympanum  rises  a  horseshoe  arch, 
on  which  are  carved  the  words  AGNUS  DEI,  these  words 
framing  the  lamb  with  the  cross,  on  an  ornamental  background 
of  foliage.  The  other  two  lobes  contain  four  kneeling  figures 
turned  towards  the  lamb.  Their  hands,  covered,  bear  chalices, 
and  all  four  figures  seem  to  be  appealing  to  the  symbolical 
Christ  with  gestures  of  prayer.  Altogether,  for  its  plan,  com- 
position, decoration,  and  also  for  its  bell-tower,  the  Chapel  of  St. 
Michael  has  been  called  a  shrine  apart,  unlike  any  other. 

It  is  interesting  to  note,  for  its  genuine  testimony,  the  story 
bound  to  the  symbolism  of  the  figures,  in  which  there  seems  to 
predominate  a  call  to  life,  to  sacrifice,  above  all  to  mystical 
awareness.  The  mysteries  of  the  liturgy  and  of  the  Church  seem 
to  be  illustrated  in  all  these  figures:  the  two  sirens,  on  the  archi- 


7.  The  vault  of  the  chapel,  showing  Christ  in  the  Act  of  Blessing,  the 
figure  of  St.  Michael  (in  a  deteriorated  state),  and  the  symbols  of  the 
Evangelists  in  the  spandrels. 
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trave,  who  appear  to  welcome  the  visitor  and  admonish  him  not 
to  fall  a  victim  to  illusion  or  to  be  tempted  by  the  song  and 
female  form  of  Eve  in  Paradise  lost;  Christ  himself,  whose  hand 
is  raised  in  a  warning  gesture;  and  the  three  archangels,  Michael, 
Gabriel  and  Raphael,  with  St.  Peter  who  seems  to  show  the  be- 
holder his  great  key,  as  if  this  would  give  him  access  to  the 
divine,  to  love  and  faith;  and  the  Virgin,  near  Christ  in  an 
attitude  of  motherly  love. 

The  tall  slender  bell-tower  in  the  Romanesque  style  with  five 
superimposed  rows  of  ogival  apertures,  is  surmounted  by  iron 
symbols,  the  cross,  the  cock,  and  the  cardinal  points  of  the  com- 
pass. It  was  restored  at  the  end  of  the  twelfth  century.  It  com- 
pletes the  fascinating  external  appearances  of  the  shrine,  which 
stands  out  clearly  in  its  polychrome  stone  against  the  bright  sky 
and  colourful  landscape. 

The  work  undertaken  in  1955  in  connection  with  the  restora- 
tion of  the  altar,  led  to  a  discovery  not  yet  definitely  assigned  to  a 
particular  date  or  origin.  At  the  base  of  the  displaced  altar,  in  the 
'sepulchre',  were  found  some  relics  that  would  seem  to  go  back 
to  the  tenth  century,  which  suggests  that  they  arc  contemporary 
with  the  original  foundation  of  the  shrine. 

These  are  a  crucifix  with  a  reliquary,  in  polychrome  wood, 
said  to  be  of  the  tenth  century,  and  a  pectoral  cross  reliquary  of 
metal  (copper  alloy  and  silver?),  engraved  with  the  figure  of  the 


8.  Roman  crucifix  in  polychromed  wood,  discovered  during  the  works  ir. 
the  crypt  of  the  Chapel  of  Saint-Michel-d'Aiguilhe. 


9.  Left.  Byzantine  pectoral  cross  reliquary,  metal,  engraved  with  the  figure 
of  the  Virgin  holding  the  child  Jesus,  before  the  tenth  century,  discovered 
at  the  Chapel  of  Saint-Michel-d'Aiguilhe. 


Virgin  holding  the  child  Jesus,  who  raises  his  hand  in  a  gesture  of 
blessing.  On  the  two  arms  of  the  cross  are  engraved  the  Greek 
inscriptions:  METER  and  THEOU,  Virgin  Mother,  or  Mother 
of  God.  This  is  reckoned  to  date  from  before  the  tenth  century,  j 
Another  wooden  reliquary,  in  the  form  of  a  small  flask,  and. 
some  fragments  of  woven  material  and  silk  braid,  with  em-' 
broidered  medallions  that  have  not  yet  been  deciphered,  and 
eagles'  heads,  are  probablv  of  the  same  date  and  clearly  of 
Oriental  origin. 

In  the  region  of  the  Auvergne  and  the  Upper  Loire  there  are 
clearly  seen  Islamic  influences  in  the  Romanesque  polychrome 
ornamentation  of  this  epoch.  The  surmise  that  these  belong  to  a 
Mahometan  and  Mozarabic  art,  which  derived  some  stylistic 
elements  and  architectural  designs  from  the  art  of  Byzantium,  is 
also  confirmed  in  the  examples  here  illustrated. 
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Between 
lenaissance 
nd  Baroque' 

r.  Grossmann  discovers 
ome  unknown  works 

C.  SEWTER 


rH  E  scries  of  loan  exhibitions  arranged  in  the  Manchester 
City  Art  Gallery  during  the  last  few  years,  including 
penally  those  of  Romanesque  Art  (1959)  and  of  German  Art 
961),  achieved  more  than  merely  local  importance.  Both  of 
ose  occasions  will  now  be  surpassed  in  significance  and  interest 
f  the  first  large-scale  exhibition  of  European  Mannerist  Art, 
ling  the  entire  series  of  rooms,  which  opens  there  on  March  10 
0  April  6).  It  will  include  paintings,  drawings,  prints,  sculptures 
id  tapestries  by  Italian,  Netherlandish,  French,  English,  German 
id  Spanish  artists,  covering  the  period  from  1520  to  about  1600. 
.11  the  works  are  to  come  from  sources  within  Great  Britain,  and 
le  considerable  work  of  selection  and  cataloguing  has  been  in 
le  capable  hands  of  Dr.  F.  G.  Grossmann,  the  Gallery's  Deputy 
)irector.  The  owners  from  whose  collections  the  exhibits  are 
rawn  include  H.M.  the  Queen,  the  National  Gallery,  the  British 
Auseum,  the  Victoria  and  Albert  Museum,  the  Scottish  National 
jallery,  and  a  number  of  municipal  and  university  collections,  as 
veil  as  many  private  individuals. 

This  notice,  necessarily  written  before  the  works  themselves 
lave  been  assembled,  naturally  cannot  attempt  a  proper  review; 
levertheless,  the  draft  catalogue  entries  which  Dr.  Grossmann 
las  kindly  allowed  me  to  see  enable  some  general  points  already 
0  be  made. 

A  number  of  relatively  familiar  works  will  be  shown,  such  as 
:he  portrait  o£Pliilip  II  hy  Sanchez  Coello  and  the  El  Greco  Lady 
n  a  Fur,  both  from  Pollock  House,  Glasgow;  the  Holbein  por- 
:rait  of  Thomas  Howard,  Duke  of  Norfolk  from  the  Royal  Collec- 
:ion;  the  Lucas  Cranach  Nymph  of  the  Fountain  from  Liverpool, 
ind  the  Marcus  Gheeraedts  portrait  of  Captain  Thomas  Lee  which 
las  for  some  time  been  on  loan  at  the  Tate  Gallery.  But  it  will 
:ertainly  come  as  a  surprise  that  Dr.  Grossmann  has  been  able  to 
discover  so  much  material  that  is  unfamiliar — indeed,  so  much 
:hat  is  hitherto  unpublished  and  unknown — in  order  to  make  the 
exhibition  a  wide-ranging  and  varied  survey  which  will  be  of 
.nterest  to  collectors,  art-historians  and  museums  of  many  coun- 
ties. Such  being  the  case,  it  is  to  be  regretted  that  the  period  of 
ihowing,  for  reasons  beyond  the  control  of  the  Gallery,  is  to  be 
io  short. 

The  majority  of  the  works  seem  to  have  been  located  in  Britain 
:or  a  long  time,  and  the  extent  of  this  long-standing  British 
nterest  in  the  art  of  the  middle  and  late  sixteenth  century  has 


I.Tintoretto.  The  Resurrection  of  Christ,  63  x  60  inches.  The  Ashmolean 
Museum. 


2.  Paolo  Veronese.  The  Resurrection,  107^  X  61]  inches.  From  the  Chapel 
of  Westminster  Hospital,  London. 
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3.  Lorenzo  Lotto.  The  Entombment  of  Christ,  drawing,  io  •  14  inches.  Dr.  and  Mrs.  A.  Scharf. 


perhaps  never  before  been  so  clearly  demonstrated.  Equally,  the 
exhibition  owes  a  lot  to  the  interest  and  enterprise  of  present-day 
collectors  such  as  Dr.  E.  Schapiro,  Mr.  John  Gere  and  Mr. 
Benedict  Nicolson.  It  is  true  that  certain  lacunae  appear  to  exist: 
for  example  there  seems  to  be  no  painting  in  Britain  by  Hendnck 
Goltzius,  but  this  lack  is  at  least  partially  compensated  for  by  the 
inclusion  of  six  Goltzius  drawings.  It  is  a  pity  also  that  the  late 
Titian,  who  certainly  has  to  be  considered  in  the  context  of 
Mannerism,  will  be  represented  only  by  a  drawing.  On  the  other 
hand  Veronese  will  occupy  a  dominating  position  with  the  huge 
Resurrection  from  the  chapel  of  Westminster  Hospital  and  two 
paintings  of  the  Story  of  Judith  from  the  Ashmolean  Museum. 
Tintoretto,  too,  will  be  adequately  represented. 

Certain  key  figures  in  the  development  of  Mannerism  will  be 
represented  by  groups  of  works:  for  instance,  Dr.  Grossmann  has 
assembled  six  of  a  series  of  mythological  paintings  by  Giulio 
Romano,  once  in  the  Gonzaga  collection,  acquired  by  Charles  I, 
and  now  dispersed  at  Hampton  Court,  the  National  Gallery  and 
the  collection  of  Dr.  Schapiro.  Tins  is  probablv  all  the  paintings 
by  this  artist  now  in  Britain.  Similarly,  there  will  be  groups  of 
works  by  Beccafumi,  Barocci,  Parmegianino,  Pierino  del  Vaga, 
Sebastiano  del  Piombo,  Rosso  Fiorentino,  Cornelis  van  Haarlem, 
Frans  Floris,  Martin  van  Heemskerck,  Joachim  Uytewael  and 
Adam  Elsheimer.  The  Italian  and  Netherlandish  sections  are  by 
far  the  strongest,  but  the  French  section,  in  addition  to  some  inter- 


esting anonymous  works,  will  include  paintings  by  Antoine 
Caron,  Francois  Clouet  and  Jean  Cousin  the  Younger,  seven 
drawings  by  Bellange  and  six  by  Callot.  The  German  section,  in 
addition  to  artists  already  mentioned,  will  contain  paintings  by 
Hans  von  Aachen,  Amberger,  Friedrich  Brentel,  Herman  Tom 
Ring,  Rottenhammcr,  and  drawings  by  Urs  Graf,  Georg  Pencz 
and  Tobias  Stimmer. 

The  outstanding  tapestries  will  be  examples  from  the  Brussels 
factory,  dating  from  about  1530,  illustrating  the  Stories  of  Sichein 
and  of  Esther,  and  The  Punishment  of  Psyclic  after  designs  by 
Pierino  del  Vaga;  also  a  German  example  of  c.  1570  illustrating 
Tlie  Story  of  Solomon  and  the  Queen  of  Sheha.  These  will  be  shown 
in  conjunction  with  sculptures.  Under  this  last  heading,  in  addition 
to  small  bronzes  from  the  studios  of  Giambologna,  Ammanati, 
Pankraz  Labenwolf  and  others,  there  will  be  a  large  signed  group 
by  Adriaen  de  Vries  of  Samson  slaying  the  Philistine,  belonging  to 
the  University  of  Edinburgh,  and  the  bronze  head  of  Michel- 
angelo by  Daniele  da  Volterra  from  the  Ashmolean  Museum. 

Mannerist  landscape,  especially  in  the  Netherlands,  will  be 
particularly  well  illustrated,  with  examples  by  Paul  Bril,  Pieter 
Brueghel  the  Younger,  Gillis  van  Coninxloo,  Kerstiaen  de 
Keuninck,  Joos  de  Mompcr,  Marten  van  Valckenburg  and 
David  Vinckeboons. 

The  title  chosen  for  the  exhibition  (as  given  in  the  head  to 
tins  article)  carefully  avoids  the  use  of  the  term  'Mannerist',  still 
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.  Attributed  to  Jan  Soens.  The  Holy  Family  with  St.  John  the  Baptist, 
3  X       inches.  Manchester  City  Art  Gallery. 

.  Below.  Joachim  Uytewael:  Venus  and  Cupid,  28]  X  2lf  inches.  York 
ity  Art  Gallery. 


6.  Workshop  of  Pankraz  Labenwolf.  The  Infant  Christ  blessing,  bronze,  19 
inches  high.  The  Victoria  and  Albert  Museum. 


perhaps  unfamiliar  to  the  general  public,  and  subject  to  many 
differences  of  opinion  among  art-historians.  Of  course,  the  three 
generations  of  artists  working  between  the  time  of  Raphael  and 
that  of  Caravaggio  did  not  all  practise  in  one  style;  any  more  than 
did  the  four  generations  of  Renaissance  artists  from  Masaccio  and 
Van  Eyck  to  Diirer  and  the  young  Titian.  The  changes  of  style 
which  occurred  around  1520  and  around  1600  were  certainly  of 
major  consequence;  but  they  should  not  be  regarded  either  as 
breaking  the  essential  continuity  of  history,  nor  as  implying  a 
complete  unity  within  that  span.  It  will  be  of  great  interest  to  see 
how  the  juxtapositions  and  groupings  of  the  Manchester  exhibi- 
tion, allowing  for  both  chronological  and  geographical  factors, 
suggest  lines  of  development  and  subdivision  within  the  broad 
category  of  Mannerism. 
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Not  only  is  it  enormous  in  size,  but  every^squa, 
inch  except  the  plain  sky  is  full  of  detail,  arch, 
tectural,  gondolas,  water  and  merchants  I 
Venice  bartering  their  wares.  Here  is  a  marvel  < 
the  highly  fmished  style  and  picturesque  sentj 
ment  that  appealed  to  the  Victorian  publi 
Dated  1856,  this  work  may  have  been  one  of  tl 
tours  de  force  that  Haghe  exhibited  at  the  Ne\ 
Society  of  Watercolour  Painters,  now  the  Roy; 
Institute,  and  is  similar  to  a  vast  watercolour  b 
the  same  artist  as  the  Exterior  of  St.  Peter's,  Ron 
from  the  Piazza,  Sunset,  presented  many  y 
ago  to  the  Bethnal  Green  Museum. 

Haghe  was  born  at  Tournai,  Belgium,  and  t! 
fact  that  his  father  was  an  architect  may  accou: 
for  his  predilection  for  scenes  in  the  old  towns 
Belgium,  Northern  France  and  Italy.  Alreadj 
an  accomplished  artist  when  he  came  as  a  younj 
man  to  London  he  was  immediately  elected  td 
the  New  Society  in  1835,  assuming  the  presi! 
dency  in  1873,  and  living  until  1885.  Haghe  wa 
also  prominent  as  a  lithographer,  winning  i 
Gold  Medal  in  Paris  in  1 834. 

Coaching  Days  and  Ways 

COULD  James  Pollard  revisit  the  scene  of  his 
picture  The  Elephant  and  Castle  on  the  Brightoil 
Road  (Messrs.  Ackermann,  3  Old  Bond  Street. 
W.i)  he  would  be  staggered  by  the  new  white 
elephants  and  castles  that  have  just  been  erected 
on  the  site,  and  probably  hurry  back  to  the 
shades  for  peace  and  quiet.  Not  that  the  place, 
even  in  1826,  was  a  tranquil  rib'  /'/;  urbe.  It  was 
crowded  with  coaches  going  to  and  coming  from 
Brighton  as  we  can  see  in  Pollard's  spirited 
painting.  But  the  general  effect  is  delightfully 
human  and  full  of  life  and  fun.  What  a  pleasure 
to  possess  this  picture  if  only  to  remind  one  of  a 
time  before  England  had  surrendered  to  the 
tyranny  of  technology. 

Though  smaller  than  his  famous  North  Country 
Mails  at  the  Peacock,  which  we  have  just  had  the 
privilege  of  seeing  again  in  the  Mellon  Collec- 
tion at  the  Royal  Academy,  and  which  was 
exhibited  there  in  1 821,  the  Elephant  and  Castle 
picture  could  be  described  as  a  companion- 
piece. 

George  Garrard,  A.R.A.,  was  painting  during 
most  of  his  life  contemporaneously  with  Stubbs, 
and  both  the  greater  artist's  influence  and  ' 
Wootton's  is  to  be  observed  in  a  Garrard  study 
entitled  Gentleman  holding  his  Hunter  in  a  Land- 
scape, also  at  Ackermami's. 

Face-painting 

PITY  the  poor  or  rich  portrait  painter !  No 
branch  of  art  is  more  burdensome  or  difficult  of 
achievement.  I  have  known  personally  several 
celebrated  portrait  painters  who  had  a  kind  of 
anxiety  complex,  and  one  assured  me  that  if  he 
could  make  a  reasonable  income  playing  golf  he 
would  put  away  his  brushes  and  palette  for  ever, 
as  his  job  was  'getting  him  down'. 

Franz-Xaver  Winterhalter  was  twenty-four 
when  Lawrence  died  in  1830  and  already  win- 
ning fame.  Thereafter  his  career  was  not  unlike 
Lawrence's.  Winterhalter  was  persona  grata  in 
most  of  the  European  courts.  His  hey-day  was 
about  the  middle  of  the  century  when  he  painted 
the  Orleans  family,  Napoleon  III,  the  Empress 


Contributed  by  Adrian  Bury 


Jan  Eversen.  Still  life  with  rug,  glass  and  oysters.  Oil  on  canvas  20   ■    28  in.  Fine  Art  Society. 


Masterly  Still-Life  Pictures 

THERE  are  not  many  still-life  painters  today 
with  such  a  masterly  technique  as  Mr.  Jan 
Eversen's.  He  is  a  Dutch  artist  born  at  the  Hague 
in  1908.  Two  pictures  by  him  at  the  Fine  Art 
Society  (148  New  Bond  Street,  London,  W.i) 
held  my  attention  for  a  long  time.  They  compare 
not  unfavourably  with  the  work  of  the  Dutch 
seventeenth-century  painters;  and  it  is  a  notable 
fact  that,  having  begun  under  the  influence  of 
Post-Impressionism,  Eversen  abandoned  this  easy 
and  haphazard  style  and  resorted  to  the  extreme- 
ly difficult  one  of  sensitive  high  finish  and  beauti- 
ful quality  of  paint.  The  pleasure  in  contem- 
plating such  work  derives  from  the  knowledge 
that  the  artist,  however  long  he  takes  to  complete 
a  picture,  is  so  profoundly  absorbed  in  the  sub- 
ject as  to  extract  the  ultimate  of  truth  out  of  it. 
Eversen  is  also  a  portrait  painter  and  has  painted 
many  distinguished  persons  in  Holland. 

Anonymous  Immortals 

TWO  small  portraits  by  Bonington  and  Sargent 
hung  appropriately  side  by  side  at  the  Maas 
Gallery  (15a  Clifford  Street,  W.i)  offered  a 
theme  for  poetic  imagination.  Bonington's  was 
entitled  Postilion  Asleep,  Sargent's  had  no  title. 
Both  works  had  that  unmistakable  touch  of 
genius,  and  so  vital  was  the  characterisation  that 
one  wondered  who  these  i  lents  of  humanity 
were  and  how  and  where  they  happened  to  be 


painted.  Such  is  the  power  of  art  that  will  pre- 
serve for  as  long  as  paint  and  canvas  lasts  these 
anonymous  urchins  who  caught  great  artists  at 
moments  of  inspiration. 

William  Mueller,  Bonington's  contemporary 
and  like  him  doomed  to  an  early  death,  did  a 
surprising  quantity  of  work  both  in  oils  and 
watercolours,  as  well  as  being  an  energctic 
traveller  into  Mediterranean  lands.  A  I  rieu>  of 
Tifoli,  the  Ruins  of  Carthage  and  Wooded  Land- 
scape with  Figures  are  characteristic  works. 

Pleasant  to  see  some  of  the  artists  who  were 
'on  the  line'  during  the  first  thirty  years  of  this 
century  beginning  to  shine  again  after  a  tempor- 
ary decline.  Ambrose  MacEvoy's  two  sensitive 
impressions  of  Dieppe,  a  View  of  the  Serpentine 
by  Alexander  Jamicson  and  a  1912  small  portrait 
of  a  woman  in  a  black  hat  by  Orpen  are  memor- 
able little  pictures.  I  also  saw  a  Wilson  Steer  View 
of  Richmond,  Yorkshire,  roughed  in  on  a  red 
ground  suggesting  that  the  artist  had  been 
studying  Constable's  method,  but  Steer  was 
nothing  if  not  eclectic.  He  often  echoed  Con- 
stable, Richard  Wilson  and  Turner.  As  some 
wag  remarked,  he  was  always  'steering'  any 
course  but  his  own. 

Victorian  View  of  Venice 

WHOEVER  acquires  a  picture  of  the  Doge's 
Palace,  Venice,  by  Louis  Haghe  (Frost  &  Reed, 
41  New  Bond  Street,  W.i)  will  possess  some- 
thing extraordinary  in  watercolour  painting. 
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;enie  and  Queen  Victoria  and  her  family, 
stile  criticism  did  not  impede  his  success.  He 
.  not,  of  course,  as  good  as  Lawrence,  but  was 
I  nterhaltcras  'meretricious  and  mediocre'  as  he 
been  described  ? 

v  small  portrait  of  Princess  Eugenie  (Messrs. 
terson  cV  Shipman,  19  Albemarle  Street, 
1)  is  instinct  with  charm  and  dignity. 

At  the  Lefevre  Gallery 

)W£VER  difficult  it  may  be  to  find  attractive 
rks  by  celebrated  French  masters  of  the  last 
uired  and  fifty  years,  the  Lefevre  Gallery  (30 
Hon  Street,  W.i)  never  fails  in  putting  up 
-mating  exhibitions  of  this  kind. 
The  large  figure  subject,  65J  X  86J  in.,  by 
zanne,  entitled  Le  Jen  de  Cachc-Caclw,  dated 
\\  w  ell  known  in  documentation  and  repro- 
ition,  was  particularly  interesting  to  study  at 
moment  when  the  much  later  Grandes 
■gneuses  had  been  acquired  for  our  National 
i  Uery.  Utrillo's  La  Butte  Pinson,  Montmagny, 
red  1907,  reflects  to  some  extent  the  manner 
i  atmospheric  effect  of  Sisley's  beautiful  Les 
tits  Pris  a  By.  A  feast  of  Moroccan  and  other 
iwings  by  Delacroix  was  of  compelling  inter- 
;  and  with  what  engaging  facility  Constantin 
lys  could  express  the  topical  mood  and  scene 
such  diverse  subjects  as  the  group  of  dancers 
d  Militaire  a  Cheual  and  Militaires  en  Parade, 
lich  were  originally  in  Baudelaire's  collection. 

Jean-Leon  Gerome 

ISTORICAL  and  genre  painter  and  sculptor, 
an-Lcon  Gerome  (1 824-1904)  was  continuously 
j  claimed  from  the  age  of  twenty-three  when 
:  first  exhibited  at  the  Salon  a  painting  of  a 
>ckfight  that  was  bought  by  the  state.  His  large 
[ythological,  historical  and  religious  pictures 
ive  their  place  in  art  history.  Seldom,  however, 
I  0  we  see  his  small  landscapes  which  have  a 
istinction  of  style  not  unlike  the  early  work  of 
'orot.  There  are  two  such  Geromes  at  Mr.  John 
litchell's  gallery  (8  New  Bond  Street,  W.i) 
ntitled  Roman  Ruins  at  Baalbek  and  Jerusalem 
om  a  Distance.  Obviously  painted  on  the  spot, 
ley  have  spontaneous  quality  of  touch  and  very 
onvineing  atmospheric  effect. 

Two  Contemporary  French  Artists 

THE  Madden  Galleries  (69  Blandford  Street, 
Jf.i)  are  giving  another  exhibition  this  month 
o  the  work  of  Irene  Pages  of  Monaco.  Well 
cnown  in  France  this  artist  paints  mostly  on  the 
Zote  d'Azur,  and  fills  her  canvases  with  light 
md  colour.  She  is  in  the  Impressionist  tradition. 
Mext  month  they  will  be  holding  a  show  of  Luis 
Vidal  Molne's  pictures.  He,  too,  lives  in  M011- 
jco,  and  has  decorated  the  new  railway  station 
:here.  Six  thousand  tiles  went  into  this  mural 
which  was  unveiled  recently  by  Prince  Rainier's 
son. 

'The  Rim  of  Impressionism' 

THE  finest  Paintings  by  the  lesser-known  Im- 
pressionists are  so  coveted  by  the  public  that  it 
is  often  impossible  to  exhibit  them  for  long 
before  sale.  Tooth's  (31  Bruton  Street,  W.i) 


have  gathered  together  a  number  of  Impres- 
sionist works,  previously  sold  by  them,  in  a  loan 
exhibition  in  aid  of  UNICEF  (16  March  - 
3  April).  Albert  Andre  and  Lebasquc  were  both 
members  of  the  Societe  des  Independents,  and 
Guillaumin  exhibited  at  the  First  Impressionist 
exhibition.    The    names   of   Luce,  Maufra, 


Lebasque,  Montezin,  Moret,  Lebourg  all  have  a 
familiar  ring  to  admirers  of  Monet,  Renoir  and 
Sisley .  Paintings  by  these  artists  feature  frequently 
in  American  museums  and  it  is  an  unusually- 
interesting  opportunity  to  see  such  excellent 
examples  being  exhibited  by  this  London 
Gallery. 
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Art  in  the  modern  manner  * 


NOW  that  British  art  is  firmly  established  in 
the  international  firmament,  the  exhibition 
'British  Art  in  the  1930Y  at  the  Marlborough 
and  New  London  Galleries  is  of  great  signi- 
ficance and  a  timely  reminder  to  contemporaries. 
For  this  period  will  go  down  in  our  art  history  as 
the  great  pioneering  time  which  dug  us  out  of  a 
provincialism  that  had  lasted  since  the  fine 
flowering  of  the  eighteenth  century  finally  died 
down  nearly  a  hundred  years  before. 

It  is  an  heroic  period  in  that  it  lived  on  such 
slender  means.  The  artists  were  financially  im- 
poverished but  great  in  heart.  Their  names  were 
quite  unknown  and  they  were  supported  by  a 
tiny  band  of  patrons.  There  was  no  art  market  or 
publicity  to  proselytise  for  them.  That  they 
dared  and  won  is  a  minor  miracle  of  spirit,  faith 
and  endurance. 

The  exhibition  has  been  catalogued  with  great 
industry  and  intelligence  by  Jasia  Reichardt,  the 
preface  to  the  catalogue  is  by  Sir  Herbert  Read, 
the  lighthouse  who  encouraged  them  and  wrote 
of  them,  and  it  captures  the  spirit  of  the  whole 
adventure  not  only  through  the  works  but  with 


contemporary  photographs  of  the  protagonists 
and  copies  of  their  publications — Axis,  Circle 
and  Unit  1 . 

There  was  a  unique  rapport  amongst  the 
artists :  they  lived  and  worked  near  each  other  in 
Hampstead,  and  the  two  elements  of  art  that 
they  strove  for,  abstraction  and  surrealism,  so  far 
from  dividing  them  acted  as  an  opposition  to 
keep  the  pace  lively  and  fruitful.  In  the  beginning 
it  was  abstract  constructivism  that  led  the  field, 
but  there  was  always  a  surrealist  element  and 
with  some  of  them  the  two  became  fused, 
though  of  the  four  great  ones  Nicholson  remain- 
ed steadily  outside  surrealism,  and  Moore, 
Hepworth  and  Nash  never  entirely  embraced  it. 
Surrealism  is  not  a  British  talent,  but  we  have 
a  genius  for  taking  a  Continental  style  and  giving 
it  a  cooler  more  rational  design.  British  surreal- 
ism is  balanced  and  lacking  in  either  attgst  or 
fantasy,  which  is,  of  course,  the  antithesis  of  the 
classic  performers  like  Ernst,  Miro,  Klee  and 
others. 

It  was  in  the  abstract  construction  techniques 
that  the  natural  national  temperament  was  at 


home.  The  austerity,  pure  logic  and  geometric 
formalism  of  Mondrian  and  Naum  Gabo,  both 
of  whom  came  to  live  in  London  later  on  in  the 
thirties,  were  an  original  and  powerful  source  of  1 
inspiration,  and  it  is  right  that  these  two  foreign- 
ers should  be  well  represented  in  a  British 
exhibition. 

Because  of  these  constructivist  principles 
becoming  a  pervading  preoccupation,  the  publi- 
cation Unit  1  (founded  by  Sir  Herbert  Read)  was 
devoted  to  painters,  sculptors,  architects,  music- 
ians, typographers.  Indeed,  the  whole  excitement 
of  the  times  was  such  that  there  was  a  general 
urge  to  become  involved  in  all  the  creative  arts 
and  in  political  philosophy  as  well,  and  it  is 
probably  this  urgent  questing  eclectism  that  gave 
them  such  vigour.  Any  art  movement  that  : 
turns  in  on  itself  in  self-protection  will  quarrel 
and  wither. 

It  is  not  possible  in  this  short  space  to  give  a  j 
detailed  documentation  of  the  period — there  was 
so  much  going  on  in  those  six  years  from  the 
rise  of  Hitler  to  the  outbreak  of  war.  One  feels 
that  they  were  subconsciously  aware  that  time 
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aul  Nash.  Kinetic  Feature,  1931.  Oil  on  canvas 
i  20  in.  'British  Art  in  the  1930's.'  Marlborough 
ine  Art. 


as  limited  and  yet  there  was  so  much  to  achieve. 

he  puffs  of  wind  and  surface  ripples  began  to 
ather  in  the  late  1920's,  and  only  became  one 
seeping  integrated  wave  from  1933  until  its 
ispersal  by  war.  Yet,  what  a  period !  More 
reat  names  in  British  art  came  out  of  that  short 
SW  years  than  in  any  other  comparable  period, 
"heir  influence  continues  today  and  will  con- 
inue  in  the  future,  for  it  found  and  developed 
he  true  heart  and  core  of  that  part  of  our  nation- 
J  genius  that  was  universal  in  its  expression. 
Contemporary  young  artists  can  only  ignore 
his  at  the  peril  of  becoming  mere  imitators  of 
foreign  forms  or  of  lapsing  back  into  provin- 
rialism. 

It  is  a  glowing  accident  of  history  that  when 
the  artistic  climate  was  right  and  ripe  there  were 
artists  ready  and  waiting  of  sufficient  calibre  to 
fulfil  the  demands  that  the  Zeitgeist  made  upon 
them.  - In  the  photograph  of  the  first  abstract 
exhibition  ever  held  in  London  our  native 
artists  compare  with  the  greatest  in  the  field. 

There  is  a  particular  quality  about  the  Wad- 
dington  Gallery  that  has  little  popular  appeal, 
but  which  to  the  regular  patron  of  contemporary 
art  has  a  fine  edge  of  culture  and  aesthetic 
breeding.  I  do  not  like  having  to  write  this 
because  it  implies  that  art  can  only  be  for  an 
exalted  few  possessing  an  inside  knowledge  and  a 
special  mental  perception  that  make  them  a  race 
apart,  to  whom  and  only  to  whom,  the  esoteric 
secrets  can  be  revealed. 

This  should  not  be  so,  but  public  derogation 
tends  to  make  it  so.  The  public  want  their  art  to 
be  comfortable  and  even  meretricious,  and  if  it 
is  going  to  be  contemporary  at  all  they  want  it 
flashy,  slick,  and  all  colours  of  the  rainbow.  The 
Waddington  will  not  give  them  this  kind  of 
rhetorical  shouting.  The  execution  of  a  serious 
piece  of  painting  or  sculpture  requires  equal 
seriousness  by  the  public.  Equal  is  the  key  word, 


tor  heavy  portentiousness  about  a  slight  work,  or 
flippancy  about  a  profound  work  are  both 
ridiculous.  The  Waddington  family  have  the 
experience  and  scholarliness  to  exhibit  contem- 
porary work  of  the  first  rank  without  any  parti- 
cular bias  or  partisanship.  Thus  they  show  elder 
statesmen  of  landscape  art  like  [von  Hitchens  and 
I  lenry  1  layden  as  well  as  non-representational 
moderns  like  Roger  Hilton  (shown  at  the  Venu  e 
Biennale  last  year)  and  Adolf  Gottlieb  (winner  at 
the  Sao  Paulo  Biennale).  At  present  they  arc 
showing  posthumously,  works  by  the  distingui- 
shed American,  Milton  Avery,  who  might  be 
called  an  abstract  landscape  painter,  though  in 
fact  what  he  does  is  to  reduce  landscape  to  more 
simple  and  more  telling  forms  than  anyone 
before  him.  But  his  work  takes  a  lot  of  looking 
at.  There  is  no  immediate  seduction  of  the  senses 
because  he  has,  with  infinite  subtlety,  worked 
an  elimination  process  so  that  in  the  end  only  the 
true  life  of  the  landscape  remains — clean,  clear 
and  unadorned :  a  landscape  without  any  clothes 
on. 

The  gallery  has  been  particularly  strong  in 
American  art,  giving  in  1963  the  first  retro- 
spective exhibition  in  London  to  John  Marin, 
nearly  a  hundred  years  after  his  birth,  and  in  turn 
have  been  instrumental  in  getting  the  British 
sculptors  F.  E.  McWilliam  and  Elisabeth  Frink 
well  known  in  America. 

In  the  same  street  is  Roland,  Browse  and 
Delbanco,  who  go  back  well  into  the  nine- 
teenth century.  One  seldom,  if  ever,  sees  ab- 
stract or  non-representational  art  here.  If  they 
have  a  particular  leaning  it  is  towards  the  roman- 
tic, and  one  might  almost  say  that  the  gallery 
identifies  itself  romantically  with  artists  who 
have  been  allowed  to  drift  out  of  the  limelight. 
Thus  they  held  the  first  exhibition,  not  long  ago, 
of  Lovis  Corinth,  and  sponsored  the  revival  in 
London  of  Permeke,  Marcoussis,  O'Conor,  Lc 
Sidaner,  and  even — astonishingly — Rodin.  They 
also  first  showed  in  London  that  most  lyrical  of 
modern  sculptors — Emilio  Greco. 


Philip  Sutton.  View  of  Leruka,  Fiji.  40 
Roland,  Browse  and  Delbanco. 


40  in. 


When  one  considers  that  Sickert,  Bonnard  and 
Joseph  Herman  are  exhibited  here  and  add  them 
to  the  others  one  realises  that  the  common 
denominator  is  a  modern  Humanism  in  the 
gallerv's  pohc\  which  makes  them  unfashionable 
to  the  avant  garde. 

Nevertheless,  this  does  not  stop  them  from 
exhibiting  young  contemporaries,  for  there  arc 
plenty  of  them  working  to  Humanist  principles 
such  as  Robin  Philipson,  Anthony  Wishaw, 
Philip  Sutton,  and  the  late  Joan  Eardley. 

Tlie  Galleries:  Marlborough  and  New  London 
Galleries,  39  and  ij-18  Old  Bond  Street,  London 
W.i.  Waddington  Gallery,  2  Cork  Street,  IV.  1. 
Roland,  Browse  and  Delbanco,  19  Cork  Street,  W.i. 


Elisabeth  Frink.  Eagle  (Lectern  for  Coventry  Cathedral),  1962.  Bronze.  18  X  45  in.  Waddington 
Gallery. 
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Drawings  by 
Elizabeth  Blackadder 


SYDNEY  GOODSIR  SMITH 


ELIZABETH  BLACKADDER,  one  of  the  finest  of  the 
younger  generation  of  Scottish  painters,  was  born  in  193 1  in 
Falkirk  and  studied  at  the  University  of  Edinburgh  and  the 
Edinburgh  College  of  Art,  where  she  now  teaches.  In  1955  and 
1956,  with  a  travelling  scholarship,  she  visited  Italy  and  the 
drawings  here  reproduced  date  from  that  continental  excursion. 
They  have  been  chosen  in  preference  to  more  recent  work  as  her 
drawings  nowadays  are  done  chiefly  as  working  sketches  for 
paintings  and  seldom  just  for  the  sake  of  drawing  as  such. 

These  drawings  were  done  simply  for  pleasure,  even  though 
what  was  learnt  in  their  making  may  be  used  later  on  for  the 
purposes  of  picture-making  in  oil  or  watercolour  paint.  The 
drawing  of  the  Duomo  at  Florence,  for  instance,  is,  in  part,  used 
quite  frequently  as  a  maybe  subconscious  motif  in  the  artist's 
work.  It  is  a  sort  of  'property',  that  keeps  cropping  up;  the 
fishing  boats  likewise.  The  portrait  head  is  included  to  show  the 
tenderness  and  subtlety  of  drawing  upon  which  her  frequently 
rather  fanciful  paintings  arc  based. 

Elizabeth  Blackadder  is  very  much  a  product  of,  as  well  as 
being  a  leading  member  of,  a  prevailing  artistic  or  aesthetic 
school  in  Scotland,  centred  vaguely  in  Edinburgh,  which  is 
devoted  in  greater  or  less  degree  to  the  celebration  of  nature  in 
the  form  of  stylised  perception  and  abstracted  delineation  or 
evocation  of  the  scene  before  the  eye  or  the  remembered  scene 
in  the  studio  eye,  often  making  use  of  a  sort  of  overall  patterning 
of  composition,  as,  say,  in  a  Persian  carpet  or  the  ficade  of  a 
Duomo,  and  employing  (variously)  rich,  even  luscious,  or  very 
pale  and  subtle  harmonies  or  discords.  Of  this  persuasion — and 
it  is  fundamentally  a  lyrical,  celebratory  and  somewhat  feminine 
persuasion,  though  a  number  of  men  also  belong  to  it — we  can 
list  such  practitioners  senior  to  Miss  Blackadder  as  Anne  Redpath 
and  (though  not  in  the  patterny  sense)  the  late  Joan  Eardley. 
Such  other  'abstractors  of  the  quintessence'  as  de  Stael,  though 
they  certainly  do  speak  in  the  context,  do  not  speak  so  clearly 
here  perhaps  as  more  immediate  and  proximate  forerunners. 

If  there  is  little  'abstracting'  noticeable  in  these  particular 
drawings,  the  beginnings  of  such  a  habit  may  be  glimpsed  in  the 
treatment  of  the  Landscape  near  Florence,  especially  in  the  sudden, 
dramatic  perspective  of  the  Village  street,  like  a  closing  fan,  and 
in  the  foreshortened,  rather  toopling  distant  hill.  This  is  a  very 


characteristic  type  of  Blackadder  composition,  the  objects  rising 
straight  up  before  one's  face  like  a  cupboard  or  a  prayer  mat  on 
the  wall. 

Elizabeth  Blackadder  is  young ;  she  has  a  long  way  to  go ;  these 
drawings  may  give  an  indication  of  how  far  that  journey  may  be, 
if  all  goes  well.  It  is  difficult  to  pronounce  about  women  artists; 
it  is  much  more  of  a  gamble  with  them,  for  various  reasons,  than 
it  is  with  men  of  equal  or  like  promise.  However,  in  her  case  I 
shall  chance  it.  In  the  end,  of  course,  only  the  future — and 
herself — will  be  the  judge;  but  that  I  am  not  alone  in  my  opinion 
may  be  witnessed  in  a  number  of  public  collections  where  her 
work  is  represented  (these  include  the  New  York  Museum  of 
Modern  Art.  the  Scottish  National  Gallery  of  Modern  Art,  the 
Arts  Council,  the  Glasgow  Art  Gallery,  Edinburgh  University, 
the  Nuffield  Foundation  and  the  County  Councils  of  London, 
Argyll,  Nottinghamshire  and  the  West  Riding),  and  by  the  fact 
that  at  her  comparatively  tender  age  she  is  already  an  Associate  of 
the  Royal  Scottish  Academy  and  a  member  of  the  Royal 
Scottish  Society  of  Painters  in  Watercolour. 

Like  a  great  number  of  Scottish  painters  today  Elizabeth 
Blackadder's  work  concerns  itself  very  clearly  with  the  simple 
giving  of  pleasure  and  delight  to  the  resting  eye.  The  introspec- 
tive harrowings  and  frequent  celebration  of  violence  or  the 
perverse  that  is  found  in  so  much  merely  fishionable  work  today 
does  not  fill  a  large  place  in  contemporary  Scottish  art,  though 
there  is  certainly  some  of  it.  In  a  way,  Scottish  painting  is  more 
deeply  traditional  (as  opposed  to  conventional)  and  there  is  com- 
paratively little  of  that  merely  restless  search  for  novelty  that 
must  be  accounted  the  conventional  vice  of  this  century's  art.  I 
would  suggest  that  work  such  as  Miss  Blackadder's  is  likely  to  be 
more  permanent  than  a  great  deal  of  what  we  see  shrieking 
around  us  in  the  market  places  of  the  art  world  today. 

1.  Gina.  Pencil,  2oh  ■  15 J  Inches. 

2.  Sitges.  Pen  and  wash,  14I  X  l8|  inches. 

3.  Duomo,  Florence.  Pen  and  ink,  132  x  18A  inches. 

4.  Landscape  near  Florence.  Pen  and  ink,  19I  X  29}-  inches. 
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The  Connoisseur's  Diary 


Berlin  reinstates  Bode's  'Flora  Bust'  :  A  Rembrandt 
drawing  in  Budapest  :  The  Cook  Collection 


rHOSE  with  long  memories  will  recall 
the  turbulent  disagreements  amongst  art 
Storians  which  greeted  Dr.  Wilhclm  von 
ode*s  acquisition  (No.  5951)  for  the  Kaiser 
ricdrich  Museum  in  1909  of  the  now  famous 
aimed  wax  Flora  Bust  (height  76-5  cm.)  seen 
:  ris;ht.  This  great  founder  of  the  study  of  art- 
istory  and  of,  as  we  know  it  today,  museology 
t  its  best,  trusted  friend  and  counsellor  of 
icrpont  Morgan  and  many  other  connoisseurs 
•f  the  time  had,  it  was  said,  bought  a  ninctcenth- 
entury  fake  instead  of,  as  Bode  firmly  asserted, 
n  outstanding  work  by  Leonardo. 

The  malicious  attacks,  the  protracted  argu- 
ncnts,  continued  for  as  long  as  Bode  lived.  He 
lever  gave  in,  although  he  later  admitted  that 
he  bust  might  be  from  the  workshop  of  or  done 
jy  an  immediate  follower  of  Leonardo.  It  is  true, 
is  Sir  Kenneth  Clark  points  out  in  his  book, 
Leonardo  da  Vinci',  published  in  1939,  that  a 
certain  insensitiveness  in  the  bust  is  partly  due  to 
the  restoration  of  the  sculptor  Lucas,  whose  son 
I  later  claimed  that  his  father  had  fabricated  the 
whi  lie  piece.  But  anybody  who  knows  Lucas' 
original  work  knows  that  he  would  have  been 
incapable  of  making  the  Flora. 

Now  the  Flora  is  to  be  exhibited  again,  her 
authenticity  fully  established.  Thanks  to  the 
courageous  imagination  of  Professor  Dr.  Peter 
Metz,  Director  of  the  Department  of  Sculpture, 
The  Staatliche  Museen,  Berlin-Dahlem,  this 
much  discussed  piece  of  sculpture  will  be  exhi- 
bited in  the  spring  at  the  Museum,  as  one  of  the 
pieces  tie  resistance,  with  full  museological 
treatment,  spotlighted  to  perfection.  And  this  is 
the  first  intimation  in  a  British  art  magazine  of 
the  forthcoming  rehabilitation  of  Flora. 

Found  by  Otto  Benes 

A  CURRENT  exhibition  in  Budapest  of 
Rembrandt  drawings  and  engravings  at  Hun- 
gary's Museum  of  Fine  Arts  includes  one  draw- 
ing in  particular  which  is  being  seen  for  the  first 
time.  Discovered  three  years  ago  by  Dr.  Otto 
Benes,  Director  of  the  Vienna  Albertina,  amongst 
the  museum's  Netherlandish  material,  it  is  a 
sketch  entitled  The  Angel  leaving  the  family  of 
Tobias.  The  Museum's  collections  include  240  of 
the  279  copper  engravings  done  by  Rembrandt : 
148  of  these  engravings  and  1 5  drawings  are  now 
on  exhibition  in  Budapest. 

Rembrandt's  Portrait  of  a  Boy 

THE  Francis  Cook  Collection,  formerly  at 
Doughty  House,  Richmond,  is  to  be  further 
depleted.  On  March  19  five  major  paintings  and 
three  other  major  works  are  to  be  sold  at 


Above.  A  centrepiece  at  the  opening  in  the  spring 
of  Berlin-Dahlem's  new  galleries:  Leonardo's 
'Flora  Bust'.  See  first  story.  Below.  One  of  five 
master  paintings  from  the  Cook  Collection 
selling  at  Christie's  March  19:  Velasquez's  Don 
Carlos  de  Calabazas  (68|  X  41  inches),  once  in  the 
Royal  Palace,  Madrid. 


Christie's.  One,  Velasquez's  Calabazas,  is  illus- 
trated on  this  page.  Another  is  Rembrandt's 
Portrait  of  a  Boy  (25J  X  22  inches),  painted  about 
1650,  and  usually  identified  as  Titus,  the  artist's 
son.  The  other  three,  which  have  been  on  loan  to 
the  Manchester  City  Art  Gallery,  are:  Diirer's 
Road  to  Calvary;  Turner's  early  landscape  Brent- 
ford Loch  and  Mill,  and  Hogarth's  Family  Party. 

Our  Cover 

THE  subject  of  the  portrait  on  our  cover, 
Bernard  Marie  Joseph  Pierre  Dufort,  Count  of 
Chevcrny,  sat  for  the  artist,  Francois  Hubert 
Drouais,  when  he  was  sixteen  years  of  age.  His 
father  was  Jean  Nicolas  Dufort,  Count  of 
Chevemy,  and  his  mother,  Anne  Marie  Legendre. 
At  the  age  of  fourteen  and  a  half  he  entered  the 
Regiment  of  the  Dragons  at  Liancourt,  and 
Drouais  has  painted  him  wearing  the  Order  of 
St.  Louis  pendant  on  a  red  rosette.  The  painting 
is  signed  and  dated  at  lower  left,  Drouais,  1772. 

Its  date  places  it  at  once  at  the  very  peak  of  the 
artist's  career.  Already  for  ten  years  he  had  been 
painter  to  the  King,  and  everywhere  his  brush 
was  in  demand  by  the  great  and  the  near-great. 
When  Madame  du  Barry  became  the  mistress  of 
Louis  XV  in  1768,  she  at  once  sought  to  be  put 
on  canvas  by  the  man  who  had  successfully 
painted  her  predecessor,  Madame  de  Pompadour. 
Every  year  for  six  successive  years  Madame  du 
Barry  sat  to  Drouais.  The  most  important  of  the 
series,  a  full-length  as  a  muse,  was  delivered  111 
August,  1772,  the  very  year  the  Institute's  por- 
trait of  Chevcrny  was  painted.  It  was  probably 
in  the  same  year  that  he  painted  the  King,  the 
Dauphin  and  the  Countess  of  Provence,  for  their 
portraits  arc  listed  in  the  catalogue  of  the  Salon 
in  1773.  It  was  formerly  in  the  following  collec- 
tions: Jean  Nicolas  Dufort,  Count  de  Chcverny, 
Paris,  father  of  the  sitter ;  Bernard  Marie  Joseph 
Pierre  Dufort,  Count  de  Chevcrny,  the  sitter; 
M.  de  Cavarry,  Marseilles.  Until  recently  it  was 
in  the  possession  of  the  Newhouse  Galleries, 
15  East  57th  Street,  New  York,  N.Y.,  U.S.A. 

Chinese  Snuff-Bottles 

MESSRS.  SYDNEY  L.  MOSS,  Limited  (51 
Brook  Street,  London,  W.i),  specialists  in 
Chinese  ceramics,  Oriental  works  of  art  and 
nctsuke,  are  holding  an  exhibition  of  Chinese 
Snuff-Bottles  at  their  Brook  Street  gallery  from 
March  17  to  April  1. 

All  exhibits  will  be  for  sale  and  comprise  over 
200  snuff-bottles  from  a  private  collection.  It 
will  be  comprehensively  described  in  the  illus- 
trated catalogue  on  sale.  The  collection  includes 
superb  examples  in  tourmaline,  jade,  agate, 
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An  important  pair  of  portraits  by  Jacob  van  Utrecht  (and  the  coats-of-arms  on  the  reverse  of  the  woman's  portrait)  which  have,  appropriately,  been 
acquired  by  the  Rubcnshuis,  Antwerp,  from  Messrs.  Wildenstein  &  Co.,  London:  Portraits  of  Rubens'  Grandparents  (panel,  each  22i  X  15  inches). 
It  was  always  the  late  M.  Georges  Wildenstein's  wish  that  these  works  should  go  to  the  Rubenshuis,  a  realisation  carried  out  by  his  son,  M.  Daniel 
Wildenstein. 


amber,  lapis  lazuli,  coral,  Canton  enamel, 
lacquer,  silver,  ivory,  glass,  porcelain,  turquoise 
and  cloisonne. 

Chandeliers  for  Canterbury 
Cathedral's  Transepts 

ONE  of  the  specialities  for  which  The  Connois- 
seur is  well  known  is  the  study  of  the  origins  of 
brass  chandeliers,  particularly  those  extant  in 
English  parish  churches.  The  extensive  researches 
made  in  this  connection  by  Mr.  Robert  Sherlock, 
F.S.A.,  and  published  over  the  years  in  7  lie 
Connoisseur,  has  made  a  unique  contribution  to 
the  subject. 

His  most  recent  article  (February,  1965,  'The 
Cheltenham  Chandelier')  has  produced  the 
customary  international  correspondence,  one 
letter  being  from  Messrs.  Pratt  and  Burgess  (7 
Old  Brompton  Road,  London,  S.W.7).  They 
tell  me  that  it  was  they  who  originally  acquired 
and  restored  the  important  Cheltenham  example 
and  sold  it  to  Temple  Newsam  House.  Since 
that  time  they  have  also  sold  a  matching  pair  of 
nineteenth-century  English  chandeliers,  in  the 
so-called  Dutch  style,  to  Canterbury  Cathedral. 
Of  24-light,  4  tiers  (overall  height  59  inches), 
they  will  hang  in  the  Cathedral's  North  Tran- 
sept. Messrs.  Pratt  and  Burgess  sold  an  even 
larger,  English  mid-eighteenth  century  example 
in  gadrooned  brass  to  Canterbury  in  1961.  This 
hangs  in  the  South  Transept  and  is  71  inches  high 
(24-light,  2  tiers).  They  have  also  sold  a  nine- 
teenth-century fitment  in  the  Dutch  style  (53 
inches  hisjh,  1  s-lisht.  3  tiers)  to  Cannon  Hall  Art 


Gallery,  Cawthorne,  Barnsley,  Yorkshire,  for; 
use  in  the  museum's  'Jacobean  Hall'. 

William  Shipley 

THE  Curator-Librarian  of  the  Royal  Society  of  | 
Arts  (John  Adam  Street,  Adclphi,  London, 
W.C.2),  Mr.  D.  G.  C.  Allan,  would  be  grateful 
for  any  references  to  works  of  art  or  letters  by 
William  Shipley  (c.  171 5-1803),  the  founder  of, 
the  Society  of  Arts  (1754),  and  the  proprietor  of 
the  famous  drawing  school  in  the  Strand, 
London  (1755-1762).  It  is  known  that  before  he 
came  to  London,  Shipley  practised  as  a  profes- 
sional painter  in  Northampton  from  1747  to 
1753.  But  no  paintings  or  drawings  by  him  seem 
to  have  survived. 

Workers  in  Wax 

ANY  reader  of  The  Connoisseur  possessing  wax 
portraits  or  plaques  or  wax  sketch-models  is 
asked  to  supply  particulars  of  them  to  Mr.  E.  J. 
Pyke  (37  Craven  Road,  London,  W.2)  who  is 
compiling  a  reference  book  on  workers  in  that 
medium.  Particular  requirements  are:  signature 
if  any,  colour  of  the  wax,  type  of  relief  (high, 
medium  or  low),  whether  workmanship  is 
detailed,  colour  and  material  used  for  the  mount. 

Quote  of  the  Month 

ARTIST  Marty  Greenbaum  has  been  described 
as  one  of  the  'few  assemblers  who  can  take  re- 
fuse and  make  it  look  more  discarded  after  they 
have  finished  with  it". — Village  Voice  (January 
14,  1965),  U.S.A. 


One  of  a  pair  of  Regency  torcheres,  in  the  manner  of  George  Smith,  in  dark  green  and  gold,  c.  1810. 
These  have  been  acquired  from  Messrs.  David  Tremayne,  Ltd.  (320  King's  Road,  London,  S.W.3) 
by  the  Museum  and  Art  Gallery,  Scunthorpe,  Lincolnshire,  with  a  generous  grant  from  the  National 
Art  Collections  Fund.  The  Museum  has  also  taken  over  Normanby  Hall,  a  fine  Regency  house  out- 
side Scunthorpe. 
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Paris  Dispatch 


FROM  GERALD  SCHURR 


Albert  Glcizes  at  the  Musee  d'Art 
Moderne 

^URIOUS  destiny— that  of  Glcizes,  who 
^/elevated  an  aesthetic,  Cubism,  to  the  level 
f  a  philosophy,  and  whose  very  passion  con- 
emned  him  as  a  'theorist'  in  the  eyes  of  his 
Jleagues.  Itis,  nevertheless,  a  great  painter  whose 
3  paintings  were  exhibited  in  the  Musee  d'Art 
lodernc  retrospective  exhibition.  From  1901 
ntil  his  death  in  1953  here  is  the  'message'  of  an 
rtist  who  since  191 1,  at  the  age  of  30,  has  re- 
gained unfailingly  faithful  to  Cubism.  Attract- 
d  at  first  by  a  sort  of  linear  Impressionism,  the 
trictness  of  Cubism  was  a  revelation  to  him. 
//  pcrmct  a  Vhomme  de  se  reconnoitre ',  he  wrote, 
de  s'interroger,  de  sc  retrouver' .  But  to  the  volun- 
arilv  plastic  dryness  of  his  companions  he  adds 
particular  feeling,  by  frequently  taking  the 
J  luman  face  as  a  theme  and  being  preoccupied 
with  movement.  In  contrast  to  the  static  effect 
ichicved  by  Braque  and  Picasso,  the  forerunners, 
tie  demonstrates  the  dynamism  of  planes;  visual 
reality,  the  guitars  and  tobacco  packets  dear  to 
Juan  Gris,  interest  him  less  than  the  synthesis  of 
the  universe  and  the  grandeur  of  man,  which  he 
aspires  to  express  in  every  canvas.  Together  with 
Dclaunay  he  practises  great  circular  rhythms, 
and,  a  little  later,  touches  on  abstraction.  Apart 
from  the  occasional  prejudice  hindering  the 
flight  of  his  inspiration,  and  in  spite  of  an  evident 
absence  of  spontaneity,  there  is  no  doubt  that 
Gleizes  remains  in  the  History  of  Art  as  one  of 
the  major  figures,  a  faithful  onlooker,  and  often 
performer,    of  that    period    of  innumerable 
intellectual   speculations   in    which  reunions, 
declarations  and  manifestos  under  the  name  of 
Apollinaire  or  Max  Jacob,  were  numerous,  and 
which  ceaselessly  probed  the  question  of  painting, 
its  means  and  its  ends. 

Pierre  Tal-Coat, 
a  lesser-known  painter 

AT  the  Galerie  Beno  d'Incelli  (43  rue  de  Moro- 
mesnil)  Daniel  Gervis  has  shown  a  group  of 
drawings,  impressive  in  their  intensity.  There  is  a 
rare  nobility  in  the  way  the  essence  of  reality  is 
attained.  This  Breton,  bom  in  1905,  a  fisher- 
man's son,  is  a  mystic  haunted  by  purity,  at  first 
living  alone  at  Aix-en-Provence,  where  he  was 
attracted  by  the  skeleton  shapes  of  the  surround- 
ing nature,  he  has  now  settled  in  Normandy 
countryside,  tempted  by  the  more  fluid  light  of 
the  North.  He  fled  crowds  and  fashions,  pursu- 
ing a  very  personal  trend  with  a  deep-rooted 
obstinacy  which  nothing  would  deviate.  He 
retains  only  the  essential  and  definitive  form  of 
the  outside  world,  and  with  a  prodigious  econo- 
my of  means,  and  thanks  to  the  emphasis  of  an 
uninterrupted  line,  he  mysteriously  restores 
reality  with  his  light  and  atmosphere. 

The  Besson  Collection  at  the  Louvre 

FORMED  with  as  much  love  and  passion  as 
knowledge,  the  art  critic,  George  Besson,  and  his 


wife  havejust  bequeathed  the  most  important  of 
their  collections  of  modern  paintings,  begun  in 
1908,  to  the  museums  of  Besancon  and  Bagnols- 
sur-Ccze.  The  Louvre,  to  give  greater  renown 
to  this  gift,  is  housing  for  two  months  the  works 
by  Signac,  Dufy,  and  Matisse,  all  friends  of  the 
patron  couple.  A  cruel  fate  has  tragically  separat- 
ed the  Bessons,  Madame  suffered  a  fatal  heart 
attack  at  the  time  of  the  official  inauguration  of 
the  donation.  The  first  picture  commissioned  by 
Besson,  and  one  of  the  most  remarkable,  is  the 
portrait  of  his  wife  by  Van  Dongen,  then  came 
Bonnard,  with  the  masterpieces  of  the  collection, 
two  purple  and  gold  canvases  La  place  Clichy, 
then  Marquet  with  his  Japanese  style'  drawings, 
in  a  brutal  hand,  full  of  humour,  Renoir,  Signac 
and  his  watercolours,  Cross,  Jean  Puy,  and 
Suzanne  Valadon.  There  is  not  a  single  'avant- 
garde'  painter  (Besson  detested  abstract  art)  but  a 
harmonious  selection  of  immaculate  taste,  which 
witness  a  profound  sensibility,  astonishing 
eclecticism,  and  a  total  love  of  painting. 


1.  Albert  Gleizes 
Musee  National  d' 


La  Cruchc  Lorraine 
Art  Moderne,  Paris. 


i 


1 


2.  Pierre  Tal- 
Coat,  Montague 
Sainte-  Victoire, 
1946, 

watercolour; 
Galerie  Beno 
d'Incelli. 


3.  Pierre 
Bonnard,  La 
place  Clichy, 
from  the 
Besson 
bequest, 
exhibited  at 
the  Louvre. 
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Victorian 
Olla  Podrida 

at  London's  Newman  Gallery 


THE  current  exhibition  at  the  Newman's  galleries  in  Duke 
Street,  London,  may  well  repeat  the  success  of  previous 
adventures  in  Victoriana.  Sufficiently  remote  in  time  to  be 
period  pieces,  these  pictures  express  a  kind  of  universal  sentiment. 
There  is  a  large  variety  of  subjects,  and  from  Arthur  Hughes' 
pre-Raphaelitish  'illustration'  to  George  Herbert's  poem  ('Then 
by  a  sunbeam  I  will  climb  to  thee'),  Frith's  Five  o'clock  Tea,  For 
better  or  Worse  and  The  Crossing  Sweeper  to  C.  W.  Cope's 
Poor  Law  Guardians  Dispensing  Cliarity,  the  titles  like  the  paintings 
speak  for  themselves.  Whether  Cope's  picture  was  too  sad  a 
theme  for  the  Victorian  collector,  who  knows,  but  the  fact 
remains  that  nobody  bought  it  at  the  time,  for  Cope  records 
in  a  diary:  'Abundant  praise  but  no  solid  pudding.' 

Peaceful  Days  by  P.  R.  Morris,  A.R.A.,  dated  1858,  showing  an 
old  soldier  with  a  child  playing  with  primroses,  occasioned 
Ruskin's  approval  in  his  Royal  Academy  Notes  for  1858:  'Very 
beautiful  and  easier  in  mode  of  laying  colour  than  most  of  the 
work  of  the  year.' 

Travel  subjects  in  Victorian  times  had  far  more  pictorial 
possibilities  than  they  have  today,  and  such  paintings  as  L.  J. 
Cranstone's  Waiting  at  the  Station,  signed  and  dated  1850,  and 
J.  M.  Joy's  Charing  Cross  to  the  Bank  arc  social  documents.  Two 
admirably  drawn  and  skilfully  composed  pictures  Waiting  for 
the  Verdict  and  Acquitted  by  Abraham  Solomon  have  a  certain 
dramatic  intensity.  Another  commendable  work  is  Frederick 
Bacon  Barwell's  Adopting  a  Child,  signed  and  dated  1857,  about 
which  The  Times  for  1 8th  May,  1857  reported,  'deserves  praise  as 
a  well  conceived  and  carefully  painted  picture  of  contemporary 
life . . .' 

The  large  majority  arc,  figure-subjects,  but  there  are  some  land- 
scapes, notably  one  by  G.  W.  Mote  who  lived  until  1909,  and 
whose  work  of  late  years  has  had  a  deserved  revival.  A  Landseer 
sketch  of  a  spaniel  has  that  premier  coup  touch  of  vitalitv. 

All  the  pictures,  good  and  not  so  good  as  works  of  art,  have 
the  general  advantage  of  communicating  some  aspect  of  human 
experience  to  the  spectator,  and  as  such  will  always  retain  their 
appeal. — A.B. 


Top.  P.  R.  Morris,  A.R.A.  Peaceful  Days,  dated  1858,  18  X  14  inches. 

Centre.  G.  W.  Mote.  Landscape,  painted  in  1865,  20  x  30  inches. 

Below.  Abraham  Solomon.  Waiting  for  the  Verdict,  signed  and  dated  1859, 
24  x  30  inches. 
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3n  land 
ind  water 


t  the  Leonard  Koetser  Gallery 


rHE  underlying  theme  running  through  the  exhibition  of 
Old  Master  paintings  now  being  held  at  the  Leonard  Koetser 
■allery  (13  Duke  Street,  St.  James's,  London,  S.W.i)  is,  as  in- 
ariably,  one  largely  of  idyllic  Dutch  and  Flemish  summer  and 
.'inter  scenes  on  land  and  water,  still-life  subjects  and  a  few 
alian  works.  At  the  same  time  due  regard  is  paid  by  Mr.  Koetser 
d  presenting  works  of  art-historical  importance  and  painterly 
esirabihty.  The  following  may  seem  to  have  the  appearance  of  a 
1  ataloguc,  and  the  space  available  permits  only  brief  references, 
>ut  the  great  names  will  speak  for  themselves. 

One  of  the  best  works  in  the  exhibition  is  the  dehcate  and  sup- 
rb  Riverscapc  (panel,  2o|  x  33  inches)  by  Salomon  van  Ruysdael, 
,  igned  and  dated  1650,  a  date  in  Ruysdacl's  best  period  and 
!  howing  the  artist's  favourite  area  of  North  Holland.  This  work 
s  certainly  finer  than  the  artists'  similar  work  in  the  Louvre. 
Then  there  are  the  feathery  trees  and  winding,  sandy  tracks, 
with  their  quotas  of  bustling  peasants  and  their  waggons,  of  Jan 
Brueghal  II:  in  a  pair  of  landscapes,  one  Winter  the  other  Summer 
(copper  panel,  i$\  x  iof  inches).  There  is  the  moored  boat, 
with  dangling  lobster  pots,  facing,  across  still,  silvery  waters,  the 
imposing  walls  of  Chateau  Montfoort  by  Jan  van  Goyen  (panel, 
2Si  x  38  inches).  Another  work  by  van  Goyen  illustrates  the 
artist's  remarkable  capacity  for  the  expansive,  rugged  landscape 
and  suggestion  of  a  wide  river  in  the  distance  in  a  signed  and 
dated  work  of  1638  (canvas,  20J  X  26^  inches). 


A  pair  of  panels  (8|  x  12  inches)  by  David  Teniers  the  Young- 
er, Winter  and  Spring  (No.  3),  are  unexpected  surprises  and  are  of 
undoubted  interest.  Whilst  Keeper  of  the  collections  assembled 
in  Brussels  by  the  Spanish  Regent,  Archduke  Leopold  Wilhelm 
of  Austria,  Teniers  painted  small  versions  of  many  of  the 
Italian  pictures  in  the  Archduke's  collection.  He  painted  one  of 
the  present  subjects  from  an  original  by  Fransesco  Bassano,  which, 
as  Professor  Baldass  has  stated  (Art  Quarterly,  Vol.  xii,  1949, 
p.  210)  is  now  lost.  The  corresponding  engraving  in  Teniers' 
Theatnim  Pictoriimi  was  executed  by  Jan  van  Troyen. 

In  Mr.  Koetser's  department  of  still-life  and  flower  arrange- 
ments are  works  by  Jan  van  Kessel,  Clara  Peeters,  Peter  Casteels, 
and  Cornelis  dc  Heem  (signed,  canvas,  36  X  30  inches)  (No.  2). 
And,  as  if  he  is  finding  amusement  from  the  general  proceedings, 
there  is  The  Boy  Flutist  (No.  i),  by  Frans  Hals  the  Younger  (panel 
I7§  x  14!  inches).  This  could  very  well  have  been  by  Frans  Hals 
the  Elder,  so  close  is  it  to  his  father's  technique  and  style. 

It  is  fitting  that  a  work  by  that  apt  English  pupil  of  Canaletto, 
William  James,  should  hang  in  the  Koetser  Gallery :  his  Grand 
Canal  (canvas,  14!  X  2i|  inches)  is  grand,  his  Santa  Maria 
singularly  impressive.  The  visitor  should  finally  note  a  signed  pen 
and  grey  wash  drawing,  Hounds  (11  x  8f  inches),  by  G.  D. 
Tiepolo,  for  the  subject  is  almost  certainly  connected  with  the 
artist's  frescoes  in  the  Villa  Tiepolo-Duodo  at  Zianigo  near 
Padua. 
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The  Art  Market 


Furni .  are  and  Fashion 

WHILE  no  doubt  it  is  only  of  minor  im- 
portance to  the  historian,  and  not  likely 
to  be  discussed  in  the  pages  of  Harper's  Bazaar, 
there  is  a  close  relationship  between  the  changes 
in  women's  fashions  and  the  development  of 
English  furniture  design. 

The  wide  variety  of  clothes  is  misleading.  At 
any  given  period  dresses  are  as  a  general  rule  all 
variations  on  a  basic  type  of  silhouette  with  more 
or  less  decoration;  all  of  which  finds  echo  in  the 
furniture  designs  of  the  period.  For  example, 
Elizabethan/Jacobean  feminine  fashions  bear  a 
close  resemblance  to  those  of  late  Victorian 
times,  when  the  furniture  of  the  earlier  period 
was  again  in  favour;  and  compare  today's  clothes 
and  furniture  styles  with  those  of  late-Georgian 
England. 

There  is  a  fortune  to  be  made  therefore,  by  the 
dealer  or  auctioneer  who,  by  a  close  study  of 
women's  fashions  can  divine  the  approach  of  a 
change  in  taste — the  more  volatile  world  of 
fashion  will  certainly  react  earlier  to  signs  of 
boredom  with  the  designs  in  vogue. 

In  New  York 

French  furniture  nuking  the  highest  prices:  810,750, 
Louis  XV  kingwood  and  satinwood  marquetry 
occasional  table  stamped  RVLC,  with  a  circular 
top  containing  a  frieze  drawer,  and  a  matching 
shelf,  all  inlaid  with  a  trellis  design  centering  a 
blossom  medallion,  ormolu  mounts  and  double 
scroll  angular  supports  (height  28  in.  diam.  15 
in.)  Sio,ooo,  Louis  XVI  petite  secretaire  a  abattant 
stamped  A.  Weisweiler  M.E.,  coffer-like  cabinet 
inset  with  vermilion  lacquer  panels  decorated 
with  gold  Chinese  figures,  ormolu  laurel  leaf 
swags,  fluted  corbels,  and  stand  (height  38J  in. 
width  23  in.) 

American  furniture  next  in  popularity:  83,750,  a 
cherry  wood  chest-on-chest  made  in  1802  by 
Samuel  Furgarson,  East  Granby,  Conn.,  with  9 
graduated  drawers  and  a  swan-neck  cresting 
enclosing  fretwork  initials  and  conjoined  hearts 
(height  82  in.,  width  43  in.).  But  only  S400  for 
a  delightful  American  Sheraton  inlaid  mahogany 
secretary-cabinet,  a  chest  of  drawers  with  hinged 
top  and  an  upper  section  with  a  door  flanked 
by  tambour  shutters  (height  45  in.,  width  37  in., 
c.  1820). 

English  decorated  furniture  in  demand:  S2,400, 
George  III  black  lacquer  secretary  cabinet,  dec- 
orated with  gold  Chinese  figures  in  river  settings 
(height  8oi  in.,  width  39^  in.)  82,400,  crescent- 
shaped  satinwood  cabinet,  cupboard  doors  with 
key  pattern  border  and  oval  painted  medallions  in 
the  style  of  Angelica  Kauffmann  (height  34  in., 
width  53  in.).  But  again,  only  S400  for  a  Hepple- 
white  mahogany  bow-front  chest  of  drawers 
(height  54i  in.,  width  42  in.). 

Other  interesting  items  included:  $2,300  for  an 
1 8th  cent,  painted  Venetian  slant  front  desk, 


with  2  drawers  and  all  over  decoupage  decora- 
tion of  figures  and  trees  on  white  ground 
(height  43  in.,  width  49 J  in.)  $2,000,  1 8th  cent. 
Southern  French  commode  in  Louis  XV  style, 
of  carved  walnut,  serpentine  and  bombe  with  2 
short  and  2  long  drawers  (height  36!  in.,  length 
47  in.)  Si.ioo,  Louis  XVI  terracotta  stove,  in  the 
form  of  a  squat  cylindrical  column,  relief- 
moulded  with  swags,  acanthus  leaves,  etc. 
(height  94  in.,  diam.  26  in.)  Si, 600,  William  IV 
mahogany  partners  desk,  with  3  frieze  drawers 
and  pedestal  cupboards  and  drawers  (height  30A 
in.,  width  68  in.).  (All  at  Parke-Bemet.) 

In  Paris 

Louis  XI  'I  period  pre-eminent:  257,500  F,  secretaire 
a  abattant  stamped  M.  Carlin,  ebony  with  black 
and  gold  lacquer  veneer.  9  variegated  drawers 
and  bronze  ormolu  mounts  (imo5  X  im335). 
22,000  F,  pair  armillary  spheres  mounted  on 
black  and  white  marble  columns  with  ormolu 
mounts  and  trophies.  10,000  F,  rare  bracket 
clock,  satinwood  case  stamped  by  Weisweiler 
with  ormolu  mounts  and  blue  and  white  biscuit 
plaques,  the  dial  signed  by  Deschamps  (orn49  X 
om285). 

Louis  XV:  105,000  F,  marquetry  and  ormolu 
table-bureau  de  forme  mouvementee,  stamped 
Elleaume  et  Dubois  (width  111162).  40,000  F, 
pair  two-light  wall  candelabra,  ormolu  fleur- 
ettes  and  rocailles  (011143).  7500  F,  an  interesting 
card  table  with  a  double  flap  top,  gate  leg,  and  a 
small  rising  bureau  for  capucin  cards  hidden  in 
the  carcase  (om  78).  (All  at  Palais  Galliera.) 

In  London 

With  the  absence  (no  doubt  only  temporary)  of  ex- 
amples of  the  very  best  French  furniture,  the  con- 
temporary English  taste  lor  satinwood  came  to  the 
fore:  £3,990,  Sheraton  secretaire-cabinet  of  petite 
proportions,  glazed  doors  with  oval  astragals, 
oval  and  quartered  mahogany  veneer  with  satin- 
wood  cross-banding  (81  X  35J  in.,  Christie's). 
An  echo  of  French  preferences  was  seen:  ,£3,500, 
Louis  XVI  thuyawood  serviteur  muet,  a  rare 
piece  with  a  circular  top  with  a  central  plateau 
rising  on  a  ratchet,  and  fluted  legs  joined  by 
pierced  stretchers  to  a  fluted  centre  support 
(diam.  38  in.,  Sotheby's). 

Demand  for  continental  furniture  continues: 
£850,  pair  unusually  small  Venetian  serpentine 
console  tables,  carved  and  pierced  with  flowers 
and  leaves,  S-shaped  fluted  and  reeded  legs,  all 
painted  in  green,  blue  and  red  on  yellow  ground 
(26  X  20  in.,  Sotheby's).  £640,  pair  18th  cent. 
German  armoires,  serpentine  with  canted 
corners,  cross-banded  and  interlaced  ornament 
walnut  veneer  (54  X  82  in.,  Phillips,  Son  and 
Neale).  £299,  Florentine  17th  cent,  oak  refec- 
tory table  (length  93  in.,  Christie's).  £480,  for 
an  interesting  Dutch  rosewood  bureau  of  17th 
cent,  style,  elaborately  inlaid  with  engraved  brass 
and  pewter,  a  large  portrait  of  King  William  III 


of  the  Netherlands  predominant  (width  29  in 
c.  1840-50,  Sotheby's). 

English  furniture  of  the  first  half  of  the  18th  cen 
commands  modest  prices:  £440,  pair  George 
walnut  serpentine  side  tables,  carved  gilt  g 
tops,  shaped  apron,  with  gilt  shell  motifs,  an 
cabriole  legs  with  gilt  Pan  masks  (width  42  in. 
Phillips,  Son  and  Neale).  £577,  Queen  Aunt 
walnut  bureau  cabinet,  with  mirror-panellec 
doors  (width  41  in.,  Christie's).  £380,  George  ] 
walnut  armchair,  with  vase-shaped  splat  (Sothe- 
by's). The  very  rare  piece  will  always  howeve 
fetch  a  high  price:  ,£2,500,  George  II  mahogan 
dining-room  side  table  in  the  manner  Oj 
Matthias  Lock,  with  6  legs  headed  by  scro'" 
and  faced  with  acanthus  leaves  (width  52  in. 
Sotheby's). 

Sets  of  chairs  make  high  prices:  £2,940  for  a  set 
of  12,  Regency  lacquer  open  armchairs,  painted 
with  sprays  and  baskets  of  flowers  (Christie's). 
£2,000,  set  of  17,  early  George  III  mahogany 
chairs  in  the  manner  of  Thomas  Chippendale 
(Sotheby's).  £520,  set  of  10,  17th  cent.  Spanish 
walnut  dining  chairs  with  crewel  work  covers 
(Sotheby's). 

Other  interesting  items  included:  £892,  English 
rosewood  and  satinwood  upright  secretaire  in  ! 
Louis  XVI  style,  gilt  metal  mounts  and  a  fall 1 
front  inset  with  a  Wedgwood  plaque  (width 
23I  in.,  Christie's).  £180,  18th  cent,  sedan  chair  , 
in  black  leather  and  carved  giltwood  (height  72  I 
in.,  Sotheby's).  £1,205,  Sheraton  mahogany  |j 
writing  table,  with  3  frieze  drawers  and  fluted  ; 
and  tapering  legs  (width  52  in.,  Christie's).  : 
£260,  Napoleon  III  kingwood  and  ormolu  i 
dressing  table,  with  a  heart-shaped  mirror  (59  X  j 
52  in.,  Sotheby's). 

The  Small  Collector 

A  great  variety  for  under  £100:  £89,  George  II 
burr-walnut  tallboy  (Christie's).  £95, set of3  late  | 
1 8th  cent.  Scottish  pinewood  armchairs  with 
stuffed  seats  and  backs  (Sotheby's).  S250,  Direc- 
toire  tole  wall  fountain  and  lavabo,  painted  with 
classical  medallions,  laurel  leaves,  on  a  coral 
ground  (height  19k  in.,  Parke-Bemet).  £14,  late 
1 8th  cent.  Anglo-Indian  table  desk  of  teak  inlaid 
and  engraved  with  ivory  flowering  tree  etc. 
(width  22  in.,  Sotheby's).  S50,  18th  cent.  Ameri- 
can painted  pine  rocking  horse  (length  55  in., 
Parke-Bemet).  £78,  Victorian  walnut  kidney- 
shaped  writing  table  (Christie's).  S225,  Georgian 
carved  and  gilded  wall  mirror,  swan-neck  crest- 
ing, carved  with  shells,  leaf-scrolls  and  floral 
clusters  (55  X  30  in.,  Parke-Bemet).  £63,  pair 
Newton's  celestial  and  terrestial  globes  (diam.  12 
in.,  height  19A  in.,  Christie's). — David  Coombs. 

H.M.  Queen  Elizabeth  The  Queen  Mother  will 
be  opening  the  Silver  Jubilee  Antique  Dealers' 
Fair  and  Exhibition,  held  at  Grosvenor  House, 
London,  June  9th  to  24th,  1965. 
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I.  Nicholas  de  Stael.  Fleurs,  ex  the  late  Ira  Haupt  Collection.  Dollars  68,000,  world  auction 
record  (Parke-Bernet,  New  York).  2.  Jacques  Villon.  Portrait  de  'Rose  Selavy'  (Marcel 
Duchamp).  Dollars  23,000  (Parke-Bernet).  3.  Part  of  a  silver-gilt  dessert  service  bearing 
the  poincon  of  Louis-Joseph  Lenhendrick,  Paris  1770.  N.F.  145,000  (Palais  Galliera,  Paris). 
4.  Queen  Anne  silver-gilt  cup  and  cover,  9  inches  high,  by  Jacob  Margas,  1708.  Bought  by 
Mr.  Thomas  Lumley  for  ^2,300  (Christie's).  5.  One  of  a  pair  of  architectural  jardinieres  or 
fountains  for  a  courtyard,  with  carvings  by  Henry  Moore,  in  Portland  stone,  overall 
height  80  inches.  Carved  between  1926  and  1927.  ,£5,200  (Sotheby's).  6.  Very  rare  glazed 
pottery  figure  of  a  Polo  Player,  13!  inches  long.  T'ang  Dynasty.  £3,500  (Sotheby's). 
£1  =  S2.79  =  N.F.  13.69 
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7.  Early  nineteenth-century  brass  orrery,  by  T.  Blunt,  London,  c.  1805,  with  brass  and  ivory  mounts 
£480  (Henry  Spencer  &  Sons,  Nottinghamshire).  8.  Gustave  Courbet.  The  Valley  of  the  Doubs  j 
Ornans,  oil  on  canvas,  80  100  cm.  D.M.  50,000  (Lempertz,  Cologne).  9.  One  of  a  pair  of  George  IJ 
strawberry  dishes,  1736,  by  Paul  de  Lamerie,  diameter  9]  inches.  £5,145  (Tufnell  &  Partners,  Windsor) 
10.  Nicolas  Bosschaert.  La  Vasque  de  Fleurs,  signed  and  dated  1702,  im  72  <  2m  10,  ex  collection  of  M. 
Victor  Guibert.  N.F.  53,000  (Palais  Galliera,  Paris).  Benezit  doubts  the  existence  of  this  artist,  stating 
that  some  pictures  by  J.  B.  Bosschaert  have  been  mistakenly  attributed  to  Nicolas,  who  'never  existed'. 
This  work  proves  otherwise.  11.  De  Kooning.  Merritt  Parkway,  80  ■  70  inches.  Dollars  40,000,  world 
auction  record  (Parke-Bernet). 
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12.  One  of  a  pair  of  double-barrelled  side  by 
side  flintlock  carriage  pistols,  by  Wogden, 
London,  c.  1780.  £357  (Christie's).  13- 
Louis  XV,  2  inch  wide  enamel  oval  por- 
trait miniature,  by  Louis-Francois  Aubert, 
signed  on  reverse  and  dated  1752- 
(Christie's).  14.  Marquetry  commode  in 
various  woods  in  Transitional  style,  67 
inches  wide.  £450  (Phillips,  Son  &  Neale). 
15.  Rare  saltglaze  teapot  and  cover,  45 
inches.  £85  (Sotheby's).  16.  French  Gothic 
ivory  diptych,  14th  century,  3!  i{  inches. 
£620  (Sotheby's).  17.  American  powder 
horn  engraved  with  views  of  New  York, 
dated  1757,  16A  inches  overall.  £141 
(Christie's). 

£1  =  N.F.  13.69.  =  DM.  11. 12 
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survey  and  report  on  the  condition  of  the  orna- 
mental ironwork  in  the  Ministry's  charge,  in- 
cluding Royal  Palaces  and  State  Buildings.  His 
association  with  the  Ministry  has  enabled  him  to 
reproduce  a  number  of  unfamiliar  examples, 
notably  railings  and  balusters  of  wrought  iron. 
The  illustrations  are  on  a  scale  fully  adequate  to 
show  the  detail  and  the  production  is  excellent 
for  so  moderate  a  price:  though  perhaps  the 
cloth  binding  may  be  thought  scarcely  worthy 
of  the  contents  with  its  rather  crude  contrast  of 
white  lettering  on  a  black  ground. — Ralph 
Edwards. 


I  OF  MODERN  LIFE  AND 
AYS:  By  Charles  Baudelaire. 
1  edited  by  Jonathan  Mayne. 
Ion  Press.  34s.  net.) 

lelaire's  critical  articles  remain 
pecialized  field,  his  essays  hke 
nee  of  Laughter'  can  admit  any 
he  passionate  and  luminous 
:led  nineteenth-century  France. 
Dry  essay  is  included  in  Mr. 
;'s  valuable  gleanings  from 
his  appreciations  of  Delacroix, 
Constantin  Guys,  and  other 
itely  illustrated  in  this  first  of 
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the  best  of  all  critics  finds  some  supporting  evi-, 
dence  in  T.  S.  Eliot's  analytical  writing,  and| 
D.  H.  Lawrence's  genius  is  exploring  the  nature' 
of  a  painter's  vision. 

As  has  often  been  pointed  out,  Delacroix  was  , 
from  first  to  last  Baudelaire's  touchstone  off 
greatness — the  Turner  to  his  Ruskin.  'Eugene) 
Delacroix  loved  and  had  the  ability  to  paint  1 
everything ,  he  declared,  'and  knew  also  how  to 
appreciate  every  kind  of  talent'.  But  Delacroix, 
for  all  that  he  generated  the  intense,  almost 
religious  fervour  of  his  movement,  scarcely 
touched  contemporary  life  in  his  art.  Delacroix 
was  incapable  of  creating  any  new  mode  of 
vision,  and  in  Baudelaire's  fervent  champion- 
ship his  zeal  overwhelms  his  critical  faculty.  His 
very  defects,  indeed,  can  be  seen  to  be  an  in- 
evitable accompaniment  to  his  passionate  belief  in 
the  purity  of  the  Romantic  spirit,  which  led  both 
to  the  poet's  excessive  praises  and  strictures.  But 
who  greatly  cares  now  if  he  did  exaggerate  the 
modest  claims  of  Constantin  Guys?  It  produced 
one  of  his  prose  masterpieces,  the  Pcintrc  de  la 
vie  modeme.  Disagree  as  we  may  with  the  author's 
opinions  we  can  never  possibly  forget  them. 
They  are  happily  revived  for  the  reflective 
reader  with  some  of  the  spirited  illustrations 
which  provoked  their  eloquence. — Nevile 
Wallis. 
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AN    ANATOMY    OF  ENGLISH 
WROUGHT  IRON.  1000  to  A.D.  1800: 

By  John  Seymour  Lindsay,  D.C.M.,  F.S.A. 
(London:  Tiranti.  £2.) 

THE  author  of  this  book  is  the  doyen  of 
authorities  on  English  wrought  ironwork 
— a  very  small  company  compared  with  those 
who  are  practically  concerned  with  or  write 
about  other  crafts.  Mr.  Lindsay's  eminence  in 
this  field  as  a  designer  and  technical  authority 
has  long  since  been  recognised,  if  not  sufficiently 
widely,  at  least  by  architects  such  as  the  late 
Edwin  Lutyens  and  Herbert  Baker,  into  whose 
major  schemes  wrought  iron  entered  largely; 
and  also  by  many  private  householders  who 
could  not  bring  themselves  to  put  up  with  a  cast- 
iron  gate  or  railings  when  one  hammered  out  by 
a  smith  in  the  traditional  way,  even  though  at  a 
much  higher  cost,  was  obtainable. 

Mr.  Lindsay  is  not  only  a  well-known  de- 
signer and  technical  authority,  he  was  also 
(until  his  sight  began  to  fail)  a  most  accom- 
plished and  prolific  draughtsman  with  a  rare 
ability,  born  of  a  deep  understanding,  to  suggest 
both  the  plastic  and  surface  qualities  of  the  mat- 
erial. This  book,  which  discusses  the  technique 
and  salient  characteristics  of  a  wide  variety  of 
wrought  iron  domestic  fittings  from  the  Early 
Middle  Ages  to  the  end  of  the  eighteenth  cen- 
tury, has  178  illustrations  nearly  all  from  Mr. 
Lindsay's  wonderfully  sensitive  drawings:  apart 
from  the  value  to  all  interested  in  the  subject  of 
the  lucid  and  informative  text,  these  drawings 
would  alone  suffice  to  make  the  book  a  highly 
desirable  acquisition.  A  comparison  of  them 
with  the  half  dozen  photographic  reproductions 
will  suffice  to  demonstrate  how  great  is  the 
advantage  possessed  by  an  artist  gifted  with  Mr. 
Lindsay's  interpretive  powers  in  rendering  the 
essential  properties  of  wrought  iron. 

In  his  brief  Introduction  Mr.  Lindsay  observes 
that  'the  blacksmith  is  a  sculptor  and  his  material 
iron.  To  work  that  metal  it  must  be  raised  to  a 
sufficient  heat  to  make  it  plastic' — hence  the 
quite  exceptionally  exacting  nature  of  his  task : 
his  material  'can  only  be  worked  in  a  succession 
of  short  periods'. 

The  smith's  contribution  to  the  complete 
equipment  of  a  horse  constantly  increased.  At 
the  end  of  the  seventeenth  century  when  two 
smiths  rendered  their  account  for  work  done  in 
the  building  of  Kensington  Palace,  among  the 
entries  for  'iron-workes  used  about  the  said 
Buildings'  were — 

'Window  Bans,  Casements,  Garnets,  Hookes,  Hinges, 
Holdfasts,  Barrs,  Bolts,  Tiling-irons,  Cramps,  Spikes, 
Lockes  and  Keyes,  Rackes  and  Ranges,  Fender  Railes  and 
Banisters  of  iron.' 

The  list  indicates  the  wide  variety  of  objects 
that  smiths  were  commonly  called  upon  to 
provide. 

During  the  last  war  the  author  was  em- 
ployed by  the  Ministry  of  Works  to  make  a 
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something  of  a  s 
that  'On  the  Esse 
newcomer  to  t 
mind  which  dazs 
This  self-revelat' 
Jonathan  Mayn 
Baudelaire,  with 
Poe,  Wagner, 
studies  appropri; 
two  volumes  designed  to  cover  the  poet's  pre- 
occupation with  the  art  of  his  time.  The  father 
of  modern  art-criticism  can  stir  us  still  with  his 
qualities  of  heart  and  poetic  insight,  even  as  he 
moved  Swinburne  at  'The  Pines'. 

For  Daumier's  originality,  Baudelaire  ex- 
pressed a  wholehearted  admiration  in  his  article 
on  the  French  caricaturists.  With  that  master  the 
tradition  of  physiognomic  experiment  began  to 
be  emancipated  from  that  of  humour.  Very 
early  in  his  career  Baudelaire  had  noticed  that 
his  hero's  lawyers  and  judges  are  far  from 
humorous.  They  are  creatures  in  their  own 
right,  often  terrifying  in  their  intensity,  masks  of 
the  human  passions  which  probe  deeply  into  the 
secret  of  expression.  Without  this  breaking 
down  of  barriers  between  caricatures  and  high 
art,  expressionists  from  Munch  to  Francis 
Bacon  could  never  have  evolved  their  pro- 
foundly disquieting  physiognomies. 

That  Baudelaire  believed  his  criticism  to  be  an 
indispensable  aspect  of  his  creation  is  shown  in 
the  course  of  his  famous  defence  of  Wagner.  'All 
great  poets  naturally  and  fatally  become  critics', 
he  wrote  there.  'I  pity  those  poets  who  are 
guided  by  instinct  alone:  I  regard  them  as  in- 
complete. But  in  the  spiritual  life  of  the  former 
(i.e.  the  great  poets)  a  crisis  inevitably  occurs 
when  they  feel  the  need  to  reason  about  their 
art,  to  discover  the  obscure  laws  in  virtue  of 
which  they  have  created,  and  to  extract  from 
this  study  a  set  of  precepts  whose  divine  aim  is 
infallibility  in  poetic  creation.'  Baudelaire's 
argument  that  the  poet — or  creative  artist — is 


BRITISH  PORTRAIT  MINIATURES:  By 

Daphne  Foskett.  (London:  Methuen,  £5  5s.  «k 
net  in  U.K.) 

THIS  is  the  most  complete  survey  of  British  por- 
trait miniature  painting  to  be  published  for  more 
than  ten  years.  It  is  a  book  of  handsome  appear- 
ance, of  adequate  yet  not  clumsy  format  (ioi  X 
7  inches),  has  199  pages  and  over  200  illustrations. 
It  is  a  pity  that  the  contents  do  not  live  up  to  the 
promise  of  its  attractive  exterior,  for  they  are,  to 
say  the  least,  unequal. 

The  author  has  packed  much  useful  infor-  1 
mation  into  her  book,  has  given  examples  of 
many  points  of  techmque  and  style  by  which 
the  work  of  many  of  the  artists  may  be  recog-  wE 
nised,  and  has  moreover  given  space  to  the  work 
of  many  minor  miniaturists  who  are  normally 
passed  over  in  such  a  study.  All  of  this  is  com- 
mendable, but  its  effect  is  somewhat  dissipated 
by  carelessness  and  muddle.  What  confidence 
can  one  feel  in  the  rest  of  the  book  when  one 
sees  Richard  Haydocke's  surname  spelled 
Haydocks  (p.  51),  the  title  of  Basil  Long's  great 
work  misquoted  (p.  186)  and  the  statement  that 
Holbein  painted  a  'full-length  portrait  in  oil'  of 
Anne  of  Cleves,  which  he  did  not.  It  is  a  pity 
that  there  are  so  many  lapses  (one  could  quote 
many  more),  since  there  is  much  in  the  book  that 
is  of  real  value;  but  with  such  examples  before 
him  the  reader  will  feel  constrained  to  check 
with  other  authorities  much  else  that  ought  to 
be  acceptable  as  it  stands. 
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It  is  good  that  the  author  draws  attention  to  the 
;t  that  there  are  contemporary  miniature  paint- 
<  i,  for  this  is  too  often  ignored  or  sneered  at  by 
j  obbish  historians  of  the  art.  Yet  here  again 
uch  of  her  point  is  lost  because  the  work  of  the 
■st  practising  miniaturists,  like  Lisa  de  Mont- 
■rt  and  Marjory  Forbes,  whose  work  is  of  really 
gh  quality,  is  not  mentioned.  And  the  name  of 
ic  Royal  Society  of  Miniature  Painters  is  mis- 
noted  (p.  1 80). 

The  quality  of  the  plates  is  mixed.  Some  arc 
ood,  such  as  the  one  (No.  41)  of  Samuel 
looper's  Frances  Stuart,  Countess  of  Richmond; 
thcrs  are  poor,  like  No.  55  (Lawrence  Crosse: 
Villiam  Cavendish,  1st  Duke  of  Devonshire), 
»rhich  is  so  dark  and  blurred  as  to  be  useless.  And 
vhy  devote  a  colour  plate  to  a  miniature  attri- 
illted  to  the  Flemish  Hans  Memlinc  in  a  book  on 
;  Jritish  miniatures,  especially  when  the  artist  is 
ict  mentioned  in  the  text? 

Incidentally  there  are  no  plate  references  in  the 
ext,  which  is  irritating. — Raymond  Lister. 

TURNER:  By  John  Rothenstein  and  Martin 
fiutlin.  (London:  William  Heinemann. 
/)6  6s.  New  York:  George  Brazillor  Inc. 
$20.00.) 

IN  the  literature  of  English  art  there  are  still 
some  conspicuous  gaps,  even  where  major 
artists  are  concerned,  but  it  is  consoling  to  know- 
that  they  are  being  gradually  filled.  Thus,  if  we 
are  to  accept  the  assurances  displayed  on  the  dust 
jacket  this  is  the  most  comprehensive  volume 
yet  to  be  published  on  Turner's  art.  John 
Rothenstein  and  Martin  Butlin  are  the  greatest 
authorities  on  Turner  today,  and  the  publishers 
announce  that  they  are  'proud  to  present  the 
authors'  exhaustive  research'.  It  is  an  announce- 
ment likely  to  raise  the  highest  expectations. 

But  what  are  we  to  understand  by  'most 
comprehensive'  and  'exhaustive'?  Some  special 
meaning  would  seem  to  be  involved.  The  late 
A.  J.  Finberg's  massive  volume  (to  which  in  the 
bibliography  just  tribute  is  paid),  the  outcome  of 
more  than  thirty  years  devoted  study  of  Turner's 
life  and  works,  is,  one  might  suppose,  obviously 
more  deserving  of  such  epithets  than  any  essay 
of  75  pages  (the  publishers  make  it  82  by  count- 
ing in  the  biographical  notes),  however  admir- 
able, can  possibly  be;  even  if  we  unhesitatingly 
admit  the  pre-eminence  of  Sir  John  and  his  col- 
laborator as  authorities  on  Turner.  But  authors 
cannot  justly  be  held  responsible  for  grandil- 
oquent, misleading  'publicity  blurbs' :  they  may 
not  even  have  seen  them  before  publication. 

If  the  claim  to  be  'most  comprehensive'  only 
applied  to  the  illustrations,  it  could  be  accepted 
without  demur.  There  are  149  photo-litho- 
graphic plates  (including  A  and  B  numbers,  not 
190  as,  through  a  peculiar  miscalculation,  the 
publishers  assert)  and  24  plates  in  colour,  a  large 
majority  of  both  kinds  reproducing  works  in 
oil.  Though  more  abundant  than  in  any  pre- 
vious book,  the  illustrations  do  not  of  course 
represent  more  than  a  minute  fraction  of 
Turner's  gigantic  ceuvre,  and  inevitably  some 
important  pictures  are  left  out.  About  a  third  of 
the  examples  are  drawn  from  the  Tate  Gallery,  a 
judicious  selection  from  the  huge  Turner  Be- 
quest. The  monochrome  illustrations  are  almost 


uniformly  excellent,  but  Turner's  'chromatic 
symphonies'  are  beyond  the  limited  resources  of 
colour  reproduction,  and  even  the  plates  of 
early  pictures  fail  to  give  an  adequate  idea  of  the 
originals. 

Any  writer  on  Turner  must  be  to  some  ex- 
tent haunted  by  memories  ot  Raskin's  hypnotic 
rhetoric — like  Maccoll  when  he  described  the 
painter's  imagery  as  that  'of  a  vast  elegy.  It 
ranged  from  the  serene  melancholy  of  Claude 
and  mirage  of  classic  empires,  to  the  wrecks  of 
feudal  landscapes  reinstated  by  Scott  and  the 
passionate  pilgrimages  of  Byron,  evoking 
history  and  passing  on  where  history  gives  out 
at  the  last  peopled  crag  under  rock  and  snow- 
field  or  launches  on  the  obliterating  sea'.  That 
hyperbolic  account  omits  the  romantic  pastoral 
landscapes  and  genre  or  scenes  from  everyday 
life.  But  rhetorical  flights  in  such  a  context  must 
provoke  the  inevitable  comparison.  The  authors 
avoid  them,  though  there  are  many  felicitous 
passages  of  interpretative  criticism. 

The  text  for  the  most  part  is  a  running  com- 
mentary on  the  illustrations  and,  with  a  plate 
reference  occurring  in  every  few  lines,  it  in- 
volves the  rather  tiresome  necessity  of  con- 
stantly turning  the  volume  the  other  way 
round. 

The  development  of  Turner's  art  is  traced 
with  admirable  clarity  through  a  sequence  of 
fully  representative  examples  ranging  from 
topographical  drawings,  barely  hinting  at  his 
subsequent  complete  mastery  of  the  medium, 
and  pictures  of  the  early  years  of  the  century  in 
which  the  design  is  orthodoxly  classical  and  the 
dominant  influences  Poussin  and  Claude — the 
nostalgic  overtures  and  poetic  approach  to 
nature  are  Turner's  own — through  the  period 
when  often  the  composition  depends  on  a 
balance  of  tonal  values  with  magically  subtle 
gradations  of  light  and  shade;  until  in  the  final 
phase,  his  technique  having  become  'infinitely 
flexible',  colour  creates  the  form;  or  at  last  all  is 
dissolved  in  light  and  air. 

Now  that  Turner's  incomparable  gifts  are 
once  again  amply  recognised  after  a  period 
when  his  reputation  was  in  eclipse,  the  oil 
studies  which  through  the  years  from  his  youth 
were  his  recreation  and  rise  to  a  breath-taking 
climax  in  the  Petworth  series,  have  tended  to 
monopolise  the  attention  of  his  devotees.  Nor  is 
it  at  all  surprising  that  they  should  be  preferred. 
Wonderful  evocations  of  transient  effects,  the 
instinctive  expression  of  Turner's  genius,  mar- 
vellously fluent  and  light  in  touch,  'they  are 
astonishing  pictures  by  any  standard';  and  it 
may  well  seem  'almost  incredible'  that  the  later 
'chromatic  symphonies'  (a  convenient  label  for 
the  indescribable)  were  actually  painted  in 
Victoria's  reign.  And  some  of  the  earliest  are 
also  among  the  most  lyrical  and  beautiful  in 
colour — exquisite  reticent  harmonies  of  pale 
blues,  russets  and  tender  greens.  But  however 
seductive  the  studies,  to  neglect  or  minimise  the 
importance  of  the  exhibited  works,  to  which  the 
artist  devoted  the  greater  part  of  his  life  and 
solely  relied  on  to  support  his  fame,  is,  as  the 
authors  contend,  to  misunderstand  his  aims  and 
the  full  scope  of  Turner's  achievement.  It  would 
be  to  discount  some  of  his  noblest  land  and  sea- 
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scapes  where  the  initial  inspiration  is  carried 
triumphantly  through  and  with  complete 
mastery  of  atmospheric  effect.  Yet  one  must 
doubt  if  despite  their  importance  for  art  histor- 
ians contemporary  taste  will  readily  accept 
Turner's  more  ambitious  ventures  in  'the  grand 
style',  the  huge  machines — mythology,  sacred 
history  or  classical  scenes  with  their  ill-drawn 
and  comically  inept  dramatis  personae;  all  the 
more  disconcerting  when  incongruously 
arrayed  in  fashionable  dress,  as  in  Apullia  in 
search  of  Appullus. 

The  survey  is  a  systematic,  lucid  exposition  of 
the  gradual  evolution  of  Turner's  art,  his  highly 
complex  development,  variations  of  mood  and 
changes  of  style  (not  to  be  sharply  differentiated : 
he  was  wont  to  turn  from  academic  classical 
themes  to  his  own  intensely  personal  interpreta- 
tions of  nature),  his  ever  expanding  range  and 
'multifarious  aims'. 

Though  the  authors  refrain  from  indulgence 
in  purple  passages,  and  even  'stunners'  such  as 
the  Slave  Strip  or  The  Burning  of  the  Houses  of 
Parliament  scarcely  quicken  the  tempo  of  their 
prose,  the  commentary,  while  not  ignoring 
Turner's  weakness  (for  example,  his  distracting 
'fussiness  of  line'  in  some  of  the  Swiss  and 
German  scenes  and  in  retrospective  Venetian 
pictures  of  the  mid-forties),  abounds  in  felicitous 
and  perceptive  appreciations;  if,  perhaps,  there  is 
a  little  too  much  in  the  description  of  the  classical 
works  of  the  geometrical  sort  of  analysis — 
horizontals,  verticals,  receding  diagonals  and  so 
on — now  apparently  considered  indispensable 
by  art  historians. 

It  would  be  entirely  unreasonable  to  expect 
this  brief  and  lavishly  illustrated  monograph  to 
provide  a  new  assessment  or  revaluation  of  so 
great  and  famous  an  artist.  That  Turner's  first 
visit  to  Venice  in  1819  was  a  crucial  turning 
point  ('when  he  began  to  recreate  his  impres- 
sions in  his  studio',  to  quote  Sir  Kenneth  Clark, 
'the  memories  of  Italy  were  like  fumes  of  wine 
in  his  mind,  and  the  landscape  seemed  to  swim 
before  his  eyes  in  a  sea  of  light') ;  that  his  con- 
stant preoccupation  with  the  theory  of  colour 
found  its  expression  in  innumerable  dazzling 
experiments;  that  often  in  the  middle  period 
anecdote  and  literary  content  witness  too  elo- 
quently to  his  respect  for  'history  painting';  so 
much  and  a  lot  more  has  long  been  known  to 
every  admirer  and  student  of  Turner.  Or  again, 
that  he  was  'a  key  figure  in  the  Romantic  con- 
ception of  nature'  is  undeniable,  but  save  for  the 
inevitable  reference  to  Delacroix,  no  attempt  is 
made  here  to  relate  him  to  the  whole  of  the 
European  romantic  movement.  We  are  told 
that  he  desired  'to  express  something  significant 
about  human  destiny',  and  that  he  was  obsessed 
with  'the  transitoriness  of  life  and  power' ;  thus 
echoing  Sir  Kenneth's  view  that  Turner's 
'immense  pessimism'  was  born  of  his  sense  of 
man's  impotence  before  the  pitilessly  hostile 
forces  of  nature.  That  fire  and  storm,  plague  and 
tempest  had  for  him  an  abiding  and  compulsive 
fascination  is  amply  proved  by  a  number  of  his 
most  impressive  works;  but  he  seems  to  have 
been  on  the  whole  a  cheerful  man,  happy  in  the 
amusements  of  the  countryside,  and,  save  for  the 
convictions  we  may  read  into  the  pictures  and 
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passages  in  his  execrable  and  almost  unintelli- 
gible verses  'The  Fallacies  of  Hope',  there  is 
nothing  to  indicate  that  Turner  brooded  over- 
much on  human  fate  or  consciously  formulated 
a  philosophy  of  despair.  The  authors'  conclusion 
is  that  he  'was  one  of  the  greatest  landscape 
painters  of  any  age',  nor  is  the  verdict  likely  to  be 
disputed  (the  disparagement  of  the  artist  by 
Roger  Fry  being  now  forgotten  or  no  longer 
effective) ;  but  with  the  exception  of  a  telling 
contrast  between  Turner  and  Constable  and  a 
passing  allusion  to  the  quite  distinct  approach  to 
nature  of  the  Impressionists,  the  estimate  of 
Turner  is  not  supported  by  comparison  with 
other  great  landscape  painters :  landscape  painting 
is  an  art  in  which  degrees  of  greatness  are  hard  to 
assess,  and  such  comparisons  could  scarcely  be 
expected  in  a  monograph  on  this  scale. 

If  not  a  reappraisal,  many  readers  will  gain  a 
new  or  enhanced  appreciation  of  Turner  from 
the  copious,  carefully-selected  illustrations  and 
the  interpretative  text  of  this  admirable  brief 
survey. — Ralph  Edwards. 
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Pierre  Paul  Prud'hon's 
Study  of  a  Nude  Woman' 


LOUISE  S.  RICHARDS 


A  LTHOUGH  there  were  painters  and  art  academies  in  the 
.^.provinces  as  well  as  in  Paris  in  the  eighteenth  century,  fame 
nd  fortune  were  nevertheless  gained  mostly  in  the  capital.  The 
oung  poet,  painter,  or  musician  of  ambition  and  drive  would  at 
omc  time  be  attracted  to  that  centre  of  artistic,  intellectual,  and 
vorldlv  life.  When  Pierre  Paul  Prud'hon  (i 758-1 823)  was  about 
went)'  he  also  thought  the  time  had  come  to  make  this  profes- 
:  ional  trip  to  Paris,  and  he  justified  his  request  for  help  from  the 
3aron  dc  Joursanvault  by  the  promise  of  a  veritable  academic 
irogramme  of  studies: 
There  I  shall  draw  a  great  deal:  1)  from  the  Antique,  for 
beauty7  of  form;  from  anatomical  studies,  for  precision;  from 
nature,  for  its  subtleties,  and  if  I  can,  combine  all  in  my 
drawing.  2)  I  shall  then  compare  them  with  each  other, 
either  to  learn  their  resemblances  or  discern  their  flaws. 
Furthermore  I  shall  often  consult  the  great  masters,  such  as 
Raphael,  Titian,  Rubens,  etc.,  some  for  the  grace  and 
elegance  of  drawing,  finesse,  and  the  natural  sublimity  of 
expression,  the  others  for  the  charming  art  of  colour,  the 
beautiful  ordering  of  composition,  the  magic  of  clair-obscur, 
etc.,  etc.  Finallv  I  shall  try  to  gain  from  all  these  according 
to  the  range  of  my  genius.1 

Prud'hon's  statement  is  of  particular  interest  because  it 
expresses  in  large  part  the  aims  which  he  single-mindedly  pursued 
through  his  career.  As  an  artist  of  the  Napoleonic  Empire  he 
admired  the  art  of  Greece  and  Rome,  but  at  the  same  time  he 
alienated  the  academicians  by  leavening  his  neo-classicism  with 
studies  from  nature.  His  mention  of  clair-obscur  is  particularly 
revealing,  for  it  shows  that  he  was  already  fascinated  by  the 
manipulation  of  light  and  shadow  before  the  trip  to  Italy  in  1785 
when  he  came  under  the  spell  of  Correggio  and  especially  of 
Leonardo.  Primarily,  however,  the  young  Prud'hon's  statement 
emphasizes  the  importance  he  placed  upon  drawing.  His  first 
entry  in  a  Salon  exhibition,  111  1791,  was  a  drawing  of  a  nude 
youth  in  the  classical  manner.'2  and  he  showed  drawings  in  five 
subsequent  Salons  over  a  period  of  ten  years.  Before  1800  he  was 
using  the  black  and  white  chalks  on  blue  paper,  which,  developed 
into  a  personal  and  highly  perfected  style,  became  his  favourite 
drawing  medium.  Aside  from  the  drawings  he  made  as  designs 
for  decorative  art,  furniture,  sculptural  ornament,  and  book 
illustration,  he  made  a  series  of  preparatory  drawings  for  every 
painting  he  undertook.  Finally,  there  are  the  large  number  of 
drawings  from  nude  models  which  Prud'hon  made  for  no  other 
purpose  than  his  own  satisfaction.  They  cannot  be  dated  precisely 
for  they  appeared  throughout  Prud'hon's  most  productive  years, 
roughly  from  1800  to  1820.  Testifying  to  Prud'hon's  untiring 
search  for  beauty  of  form,  their  combination  of  sensuous  charm 
with  the  visionary  remoteness  of  an  ideal  is  the  distinctive 


I.  Study  of  a  Slide  Woman,  Seated  Looking  to  the  Right,  black  and  white  chalk 
on  blue  paper,  619  438  mm.  Pierre  Paul  Prud'hon,  French,  1758-1823. 
The  Cleveland  Museum  of  Art.  Purchase  from  theJ.H.  Wade  Fund. 61.318. 

mark  of  Prud'hon's  style.  A  drawing  now  in  the  Cleveland 
Museum  of  Art  is  representative  of  these  studies  from 
models.3  It  is  a  large  double-faced  drawing  with  the  collection 
mark  of  Prud'hon's  pupil  and  close  friend  (also  an  assiduous 
collector  of  his  work),  Charles  Boulanger  de  Boisfremont.  On 
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2.  Study  of  a  Male  Nude,  black  and  white  chalk  on  blue  paper,  619  ■  438  mm. 
Pierre  Paul  Prud'hon,  French,  1758-1823.  The  Cleveland  Museum  of  Art. 
Purchase  from  the  J.  H.  Wade  Fund.  61.318. 


the  recto  is  a  Study  of  a  Nude  Woman,  Seated  Looking  to  the  Right 
(No.  1),  and  on  the  verso,  a  freer,  more  rapidly  drawn  Study  of  a 
Male  Nude  (No.  2).  The  verso  most  clearly  shows  Prud'hon's 
method  of  drawing.  Essentially,  he  used  black  chalk  for  shadows 
and  white  chalk  for  highlights  against  the  neutral  background  of 
blue  paper.  He  augmented  the  effect  of  luminous  shadow  by  a 
layer  of  'stumped'  or  rubbed  black  chalk  under  the  shaded  areas 
which  allows  them  subtle  variations  of  reflected  light  within 
shadow.  Finally,  a  system  of  parallel  shading  lines  re-emphasizes 
the  flat  neutrality  of  the  shadowed  surface,  while  white  chalk 
enlivens  the  flowing  corftours  touched  by  light. 

The  same  drawing  method  is  basic  to  the  Study  of  a  Nude 
Woman,  although,  since  most  of  the  figure  is  lighted  and  the 
drawing  is  more  meticulously  finished,  less  of  the  underlying 
stumping  is  visible.  Prud'hon  arranged  the  figure  in  a  complex 
pattern.  The  lovely,  long  flowing  line  on  the  right  side,  all  in 
brilliant  light  against  an  arbitrarily  shaded  background,  contrasts 
with  a  staccato,  broken,  step-pattern  on  the  left,  accented  alter- 
nately by  light  and  shadow.  Here  Prud'hon's  masters-  of  the 
'magic  of  dair-ohscur  is  displayed  with  stunning  virtuosity.  Char- 
acterizing Prud'hon's  style  the  Goncourt  brothers  wrote:  'The 
originality,  the  strength,  the  mark  of  genius  of  Prud'hon,  is  that 
he  always  moves  from  the  interior  to  the  exterior  of  his  figures.  It 
is  the  pattern  of  light  that  he  seeks  above  all  on  the  human  bodv: 
the  light  itself  is  his  line'.4 

Prud'hon's  origins  were  humble  and  his  life  was  marred  by 


poverty  and  misfortune.  He  was  born  the  tenth  and  last  child  of; 
stonemason  in  Cluny  in  1758, 5  and  was  later  befriended  by  ; 
clergyman  who  gave  him  his  early  education  and  persuaded  th< 
Bishop  of  Macon  to  send  him  to  study  at  the  academy  of  paintinj 
and  sculpture  in  Dijon.  The  young  Prud'hon's  plea  to  the  Baror 
de  Joursanvault,  quoted  above,  was  successful  and  he  went  tc 
Paris  in  October,  1780.  Little  is  known  of  what  he  did  at  tha 
period,  and  he  was  again  in  Dijon  at  the  end  of  1783.  In  the  mean- 
time, at  the  age  of  nineteen  he  had  married  a  voting  woman  whe 
soon  proved  to  be  an  impossible  virago  who  was  to  make  hi; 
personal  life  almost  insufferable  for  twenty-five  years  until  she 
was  finally  placed  in  an  asylum.  In  1784  Prud'hon  won  a  com- 
petition at  Dijon  which  sent  him  to  Rome  as  peintre  peusioimairc 
des  Etats  de  Bourooone.  To  fulfill  the  requirements  of  his  studv  in 
Rome  Prud'hon  had  to  paint  for  the  city  of  Dijon  a  variation  of  a 
ceiling  by  Pietro  da  Cortona,  a  task  little  to  his  taste.  However,  he 
also  had  ample  time  to  study  and  admire  the  remnants  of  imperial 
Rome,  and  make  the  momentous  discovers'  of  Leonardo,  'the 
father,  the  prince,  the  first  among  all  the  painters'. 6  Returned  from 
Italy,  Prud'hon  at  the  age  of  thirty-one  tried  to  establish  himself 
in  Paris  but  was  driven  by  poverty  to  move  his  family  to  the 
province  of  Franche-Comte,  where  he  remained  from  1794  to 
1 796  occupying  himself  with  a  few  commissions  for  portraits  and 
for  book  illustrations.  Prud'hon  returned  to  Paris  in  1796  or  early 
1797.  There  at  last,  at  the  age  of  forty-one,  he  established  a 
reputation  which  brought  him  commissions  and  a  studio  and 
apartment,  first  in  the  Louvre  and  later  in  the  Sorbonne.  In  1 802  the 
young  Constance  Mayer  came  to  Prud'hon  as  a  pupil.  In  18 10  she 
took  a  neighbouring  apartment  in  the  Sorbonne,  managed 
Prud'hon's  household  and  cared  for  him,  providing  for  eleven 
years  a  period  of  happiness  and  order  in  his  life.  Her  suicide  in 
1 82 1  in  effect  ended  Prud'hon's  life  also.  Burdened  with  shock 
and  grief  he  died  less  than  two  years  later. 

Through  most  of  Prud'hon's  career  the  artistic  life  of  France 
was  dominated  by  Jacques  Louis  David.  While  David  was  official 
painter  of  Napoleon,  Prud'hon's  only  official  employment  was  as 
drawing  master  to  the  Empress  Marie-Louise,  or  as  a  designer  of 
furniture7  and  festival  decorations.  Oblivious  of  the  Academy  and 
deaf  to  the  critics  who  warned  him  against  sentiment  and  adjured 
him  to  follow  their  rules  of  nobility  and  beauty,  Prud'hon  pur- 
sued his  own  vision,  content  to  leave  the  painting  of  historical 
and  patriotic  grandeur  to  others.  Psyche,  Zephyr,  Venus — such  are 
the  gentle  evocations  of  Prud'hon's  muse.  Against  his  own  world 
of  struggle  and  unhappiness,  Prud'hon  created  an  ideal  world  of 
love  and  youth  and  tranquility,  mirrored  in  the  enchanting 
drawings  on  blue  paper  which,  in  the  Goncourts'  poetic  phrase 
resemble  the  'dreams  of  an  Ionian  night'.8 

This  article  ivas  originally  published  in  The  Bulletin  of  the  Cleveland  Museum  of  Art,  Vol.  50,  No.  2. 

1  Charles  Clement,  'Prud'hon,  sa  vie,  ses  oeuvres  et  sa  correspondance,'  Gazette  des 
Beaux-Arts,  2  periode,  II  (November,  1869),  p.  393.  Translation  kindly  supplied  by 
Remy  G.  Saisselin.  The  letter  is  not  dated,  but  from  internal  evidence  Clement 
dates  it  1779  or  1780.  Ibid.,  p.  396,  footnote. 

2  Jean  Guiffrey,  L'Oeuvre  de  Pierre-Paul  Prud'hon  (Paris:  Librairie  Armand  Colin, 
1924),  no.  378. 

3  61.318  Black  and  white  chalk  on  blue  paper,  619  X  438  mm.  ex  colls:  Charles 
B.  de  Boisfremont,  Paris  (Lugt  353) ;  Walter  S.  M.  Burns,  London  (sale,  Sotheby 
and  Company,  London,  May  6,  1926,  no.  134).  Purchase  from  the  J.  H.  Wade  Fund 
(I  have  been  unable  to  identify  the  drawing  in  the  Guiffrey  list). 

4  Edmond  and  Jules  de  Goncourt,  L'Art  du  dix-huitieme  siecle,  II  (Paris:  A.  Quantin, 
1882),  3rd  edition,  p.  41 1. 

5  The  basic  study  of  Prud'hon's  life  is  the  series  of  articles  by  Charles  Clement 
published  in  the  Gazette  des  Beaux-Arts  between  November,  1869,  and  August, 
1870.  It  was  published  in  book  form  in  1872  by  Didier  &  Cie.,  Paris. 

6  Undated  letter  from  Prud'hon  in  Rome  to  Jean-Baptiste-Raphael  Fauconnier  in 
Paris.  Clement,  Gazette  des  Beaux-Arts,  2  per.,  Ill  (January,  1870),  p.  20. 

7  The  most  celebrated  piece  of  furniture  designed  by  Prud'hon  is  the  cradle  for  the 
infant  King  of  Rome. 

8  E.  and  J.  de  Goncourt,  p.  434. 
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I.  Garniture  of  three 
covered  vases,  r.  1725- 
30.  Wadsworth  Athe- 
neum. 


America  s  cultural  debt  to 
J.  P.  Morgan 

Meissen  porcelain  from  his 
collection  at  Wadsworth  Atheneum 


GRAHAM  HOOD 


TH  E  international  reputation  of  the  Wadsworth  Atheneum 
in  Hartford,  Connecticut,  in  the  1930's  and  1940's  was  in- 
spired by  the  exercise  of  a  typically  American  largesse  combined 
with  a  most  original  and  profound  connoisseurship;  qualities 
which,  in  a  subtly  different  ratio  perhaps,  may  be  said  to  have 
marked  the  collecting  habits  of  J.  P.  Morgan.  The  gift  to  the 
Atheneum  of  large  parts  of  his  collection,  comprising  important 
groups  of  ancient  bronzes  and  glass,  Italian  Majolica,  German 
Baroque  silver  and  ivories,  English  stoneware,  as  well  as  the  fme 
collections  of  German  and  French  porcelain,  was  not  the  least 
generous  gesture  of  this  philanthropist  to  the  city  of  Hartford, 
where  his  family  had  lived  for  many  years.  In  fact,  the  institution 
of  the  Atheneum  in  1842  as  a  public  art  museum,  largely  sup- 
ported by  the  people  of  Hartford,  must  have  appealed  to  him  for 
precisely  the  reason  he  used  to  explain  away  his  voracious 
acquisition  of  vast  quantities  of  objets  d'art:  the  wish  to  increase 
the  cultural  education  of  the  American  people  through  its 
acquaintance  with  the  best  artistic  products  of  other  countries 
and  centuries. 

The  more  this  purpose  engrossed  him,  the  more  he  acquired 


collections  en  bloc,  and  the  minutiae  of  refinement  were  sub- 
ordinated to  his  total  design.1  So  that  the  German  porcelain,  for 
example,  is  totally  Meissen,  which  is  almost  totally  figures  and 
groups,  and  these  from  the  latter  part  of  the  period  when 
Johann  Joachim  Kandler  was  by  his  genius  creating  a  new 
sculptural  style,  most  brilliantly  adapted  to  the  qualities  of  the 
new  medium.  Yet,  within  that  range  there  is  an  impressive 
wealth  of  material ;  notable  and  rare  figures  and  groups,  often  in 
unusual  colours;  groups  duplicated  in  different  colours,  or  groups 
duplicated  at  a  later  date  with  a  variety  of  additions.  There  is  an 
unusually  wide  range  of  Commedia  dell' Arte  figures,  as  well  as 
the  so-called  'Crinolin  groups'. 

The  art  of  making  porcelain  was  rediscovered  in  Europe  by  a 
self-confessed  seeker  after  the  philosopher's  stone,  J.  F.  Bottger, 
and  for  at  least  the  first  decade  of  its  manufacture  the  chimerical 
substance  was  regarded  with  the  same  veneration  as  precious 
stones  or  metals.2  Useful  objects  made  from  porcelain  were 
faceted  like  jewels  or  fashioned  after  contemporary  silver.3  But 
Augustus  the  Strong  had  not  intended  to  wring  Saxony  dry  of 
its  resources  for  this,  and  his  relations  with  Bottger  became  in- 
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2.  Garniture  de  cheminee,  r.  1725-35.  Wadsworth  Atheneum. 


creasingly  cool.  The  latter's  departure  from  Saxony  in  1719  for  a 
more  naturally  philosophical  bourne,  was  the  opportunity  for  the 
Elector  to  reorganize  the  factory;  thenceforward  it  began  to 
produce  objects  more  consonant  with  his  wishes.  Augustus  had 
quarrelled  with  Bottger  because  he  could  not  produce  an  undcr- 
glaze  blue  in  the  Oriental  manner,  nor  was  he  particularly  keen  to 
manufacture  enormous  virtuoso  pieces  of  every  description  for 
the  Japanese  Palace,  the  Elector's  most  expensive  whimsy.  By  the 
1 720's,  however,  vases,  services  and  creatures,  often  of  huge  size 
and  totally  contrary  to  the  spirit  of  the  material  of  which  they 
were  made,  were  pouring  into  the  Palace  from  the  factory  at 
Meissen.  Our  first  example,  one  of  the  few  exceptions  to  the 
main  body  of  the  collection  outlined  above,  is  the  set  of  three 
covered  vases4  decorated  in  the  Chinese  style  (No.  1).  They  arc 
marked  AR,  as  designated  for  the  Japanese  Palace,  a  fact  that 
their  size  and  consequent  coarseness  of  execution  would  con- 
firm. Unusual  technical  features  are  the  strong  vertical  mould 
marks  running  the  entire  length  of  each  piece.  The  painted 
decoration  is  raised  so  that  it  is  almost  in  relief,  and  displays  a 
wide  palette  and  an  imaginative  use  of  motifs.  On  the  shoulder  of 
the  vase,  giving  an  illusion  of  nearness  to  the  viewer  in  contrast 
to  the  distance  of  the  main  scene,  hangs  a  great  leaf  of  pale 
mauve,  forming  a  further  contrast  to  the  brilliant  greens,  reds, 
occasional  touches  of  orange  and  the  bold  patches  of  white 
porcelain.  The  figures  bear  a  strong  resemblance  to  those  painted 
by  Adam  Friedrich  von  Lowcnfinck5  particularly  those  on  the 
covers  of  each  vase.  Yet  the  overall  decoration  is  hardly  charact- 
eristic of  his  work,  and  the  identity  of  the  laconic  imagination 
here  at  work  remains  unknown. 

In  1720,  Johann  Gregor  Horoldt  arrived  at  Meissen,  shortly 
took  charge  of  painting,  established  a  sizeable  studio  within  the 
factory  and  proceeded  to  create  the  Meissen  style  of  decoration 
throughout  Europe.6  The  magnificent  garniture  de  cheminee7 
(No.  2),  ranging  from  16  inches  to  26  inches  in  height,  marked 


AR  and  with  the  strong  ground  colour  of  claret,  exemplifies  the 
Chinoiserie  style.  Its  main  characteristics  arc  the  scenes  definitely 
encompassed  within  Baroque  panels  rather  than  meandering 
over  the  entire  surface  of  the  vessel;  the  increased  use  of  domestic 
settings  rather  than  wilderness  scenes;  the  use  of  perspectives  and 
gestures  wholly  European,  although  the  figures  are  contrived  to 
appear  Oriental;  and  the  occupation  of  these  figures  in  pursuits 
less  mystical  than  those  common  to  Chinese  painting.  To  relieve 
the  embarrassment  of  an  excess  of  undecoratcd  surface,  the 
tallest  vase  also  employs  the  typical  Horoldt  decoration  based  on 
Chinese  designs  from  late  famillc  verte  and  early  famille  rose 
vases.8  The  device  is  not  common,  for  usually  the  gilding,  here 
applied  around  the  panels,  served  to  distract  the  eye  from  the 
blank  spaces. 

The  death  of  Augustus  the  Strong  in  1733  must  have  been  a 
great  relief  to  his  financial  officials.9  It  was  also  the  salvation  of 
Meissen  artistically.  Even  if  there  had  been  developed  an  ex- 
quisite mode  of  decoration,  the  objects  themselves  were  often 
gross,  infinitely  unsuited  to  the  delicacy  and  fluidity  which  are 
porcelain's  individual  qualities.  The  Elector  was  passionately 
devoted  to  the  factory  and  his  participation  offered  an  assurance 
of  its  survival ;  but  increasingly,  he  demanded  the  production  of 
large  objects  which  historically  are  tributes  to  the  potter's  skill, 
but  aesthetically  are  always  less  than  satisfactory.  The  intrinsic 
nature  of  porcelain  is  not  evident  in  the  massive;  wood  or  stone 
fulfils  the  function  better.10  This  was  proved  conclusively  by  the 
brilliance  of  the  achievement  during  the  following  twenty  years. 
Count  Briihl,  whom  Augustus  III  appointed  Director  of  the 
factory  in  1733,  has  it  to  his  eternal  credit  that  he  perceived  the 
genius  of  Kandler  and  progressively  allowed  his  ideas  to  domin- 
ate the  greater  part  of  the  factory's  output.  Briihl  himself  was  an 
inspiring  taskmaster  as  well  as  an  insatiable  customer,  ordering 
enormous  table-services11  and  figure-groups,  thus  forcing  the 
artists  to  new  ideas  and  fresh  conceptions. 
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The  trend  towards  the  diminutive  figures  and  groups  which 
re  so  abundant  in  the  J.  P.  Morgan  Collection,  was  gradual  and 
irtainly  not  exclusive.  Large  vases  and  assemblages,  animals  and 
)  ogs,  continued  to  be  made.  The  proficiency  of  the  craftsmen 
rew  to  the  point  that  such  objects  emerged  from  the  kilns  with- 
i  ut  the  warping  and  the  gaping  tire-cracks  characteristic  of 
irher  pieces.  In  1735,  a  scries  of  figures  of  Apostles  was  ordered 
jr  Pope  Clement  XII.  and  shortly  afterwards,  a  number  of 
aints  were  made;  the  Bust  of  a  Saint12  (No.  3)  probably  dates 
I  rom  this  time.  This  and  a  companion  piece  arc  among  the  most 
i  noving  figures  in  the  collection.  The  scale  is  large  and  the 
:  modelling  broad,  such  as  befits  wood  or  marble.  What  makes 
bese  pieces  so  remarkable  and  convincing  is  the  glaze,  which  by 
his  time  had  achieved  a  rare  translucency ;  it  is  so  fluid  that  it 
;ives  life  and  movement  to  every  surface,  the  skin  seeming  to  be 
>f  one  texture,  the  beard  of  another,  and  the  broad  folds  of  the 
abit  another.  It  sometimes  traps  the  light  and  sometimes  reflects 
t  with  a  hard  brilliancy.  The  absence  of  any  painted  decoration 
s  a  further  bold  stroke.  Only  rarely  did  porcelain,  particularly  on 
this  scale,  achieve  such  poignance. 

In  1735  began  the  central  and  most  brilliant  phase  of  the 
Meissen  factorv,  with  Chinese  figures  bv  Eberlcin,  the  'Dutch 
Dancers'13  and  a  series  of  Commedia  dell' Arte  figures  by 
Kandler,  including  the  first  version  of  the  group  of  Columbine 
coquettish  with  Pantaloon,14  remodelled  in  1741  (No.  4).  This 
was  shortly  followed  by  figures  of  Beggar  Musicians,15  and  in 
1736  by  the  first  of  the  Crinolin  groups  to  which  we  will  return. 
Even  as  early  as  the  Columbine  and  Pantaloon  group  is  evident 
the  bold  rhythmical  invention  and  energetic  movement,  which 
Kandler  developed  superblv  in  this  series,  and  which,  with  the 
rich  vital  colours  used,  so  well  characterized  the  animal  spirits 
and  humour  of  the  Commedia  dell' Arte. 

Part  of  Kandler's  genius  with  these  figures  was  to  delight  in  the 
irrepressibly  pyknic  Harlequin  without  falling  into  grossness 
(No.  5).  Human  forms  became  freer  and  imbued  with  gaiety. 
Illustrated  with  the  Columbine  and  Harlequin  of  1743  here  is  a 
larger  group,  the  Mockery  of  Age  (No.  5),  an  unusual  version  in 
that  the  Harlequin  behind  the  group  holds  the  cuckold's  horns 
in  his  hands  while  pointing  at  the  object  of  the  ribaldry.10  In  this 
illustration,  the  groups  are  photographed  considerably  from 
above.  It  is  an  important  point  which,  to  judge  by  available 
photographs,  has  not  been  sufficiently  considered.  Often  in  such 
a  miniature  size  the  profusion  of  detail  and  especially  of  move- 
ment is  astonishing  and  confusing.  These  figures  were  made  to  be 
placed  on  tables,  therefore  viewed  from  above,  whence  the  real 
subtlety  of  the  movement  is  seen  to  its  best  effect.  Even  single 
figures  often  lean  backwards  in  gestures  that  might  seem  exces- 
sive— despite  the  playfulness  of  the  subject — until  the  full  effect 
of  the  intention  is  realized. 

Commedia  dell' Arte  figures  reached  their  apogee  about  1740. 
Their  sardonic  humour  and  sheer  vitality  is  all  the  more  remark- 
able in  view  of  the  size;  the  formal  complexity  of  Peeping  Harle- 
quin (No.  6)  of  1740  does  not  obscure  the  gusto  of  the  subject. 
The  three  Harlequins  (No.  7)  are  fine  examples  of  great  vigour  of 
movement,  especially  in  the  Baroque  rhythms  of  the  figure  on  the 
right,  eloquence  of  outline,  and  infectious  vitality.  Perhaps 
Kandler's  supreme  achievement  in  the  Commedia  dell' Arte 
figures  is  the  Seated  Harlequin  with  Jug  (No.  13)  of  about  1740. 
Such  exuberant  rhythms  in  a  seated  figure  are  remarkable.  The 
objects  held  in  each  hand  form  a  balance  between  the  fluid  but 
united  movements  of  the  limbs,  which  in  themselves  are  height- 
ened by  the  glistening  surfaces,  while  the  tree  stump  is  the  focus 
for  the  projection  and  recession  in  space.  The  painted  decoration 
accentuates  the  twist  of  the  torso  and  head,  and  the  patches  of 


3.  Bust  of  a  Saint,  c.  1735-40.  Wadsworth  Atheneum. 


4.  Columbine  and  Pantaloon.  Remodelled  by  J.  J.  Kandler  in  1741.  Wads- 
worth  Atheneum. 
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6.  Woman  and  child  with  Harlequin.  The  peeping  Harlequin,  modelled 
by  J.  J.  Kandler  in  1740.  Wadsworth  Atheneum. 


7.  Three  Harlequins,  modelled  by  J.J.  Kandler.  Wadsworth  Atheneum. 


white  and  black  achieve  a  subtle  balance.  Despite  the  fragility  o  i 
the  medium  and  its  size,  the  intensity  of  the  conception  makes  i  I 
altogether  a  masterpiece  of  the  art. 

The  array  of  figures  is  completed  by  Harlequin  Families  ill 
joyous  abandon,  Columbine  impassioned  or  musical  witl'  | 
Sfaramouche,  a  rhetorical  Doctor,  Pantaloon  with  sciatica,  PulJJ 
cinella,  an  unusual  figure  of  Doctor  Boloardo  standing  behind  J 
table  with  bottles  and  pots,  and  assorted  Harlequins  engaged  iiU 
occupations  not  generally  recommended  for  drawing-rooms  oil 
even  banquets.  Nor  would  this  aspect  of  Meissen  figures  be  com-II 
plete  without  listing  several  versions  of  the  court  jester  FrohlichM 
the  group  of  Frohlich  and  Schmiedel,  and  the  delightfull\f 
spontaneous  Drinking  Peasants.17  . 

The  appeal  of  the  Crinolin  groups  is  not  so  virile,  conjuring  ur  j 
a  plenitude  of  more  sophisticated  sentiments.  Excessive  details  j 
sometimes  interfered  with  the  clarity  of  the  rhythms,  and  colour-  j 
ing  became  more  profuse.18  The  first  such  group  was  the  pre-  ] 
viously  mentioned  Lovers  with  the  Birdcage  of  1736  (No.  14),! 
where — in  this  view  at  least — the  ardour  of  the  lady  seems  likely! 
to  knock  the  gentleman  off  his  tree  stump.  A  most  engaging! 
group,  here  united  by  an  ormolu  base  and  usually  only  by  senti-fi 
ment — for  this  is  one  of  the  earliest  groups  to  dispense  with  thei 
mound  base — is  the  Thrown  Kiss  (No.  14),  1736,  modelled  after  j 
an  engraving  by  Filloeul  after  J.  B.  Pater. 

Within  a  year,  the  groups  became  more  ambitious.  In  the 
famous  Hand-Kiss  of  1737  (No.  8),  the  central  figure  of  the 
lady  is  flanked  by  two  other  figures,  one  kneeling  and  the  other 
standing.  The  immense  skirt  is  articulated  by  the  folds  and  the 
painted  decoration,  and  its  sway  unites  the  outer  figures,  just  as  ' 
one  hand  is  devoted  to  the  man  and  the  other  taking  the  cup 
from  the  servant.  The  Ladv  with  a  Blackamoor  is  a  variant  of 
this  group  and  in  this  illustration  (No.  8),  shows  how  rich  is  the 
movement  of  her  skirt,  and  how  little  for  granted  Kandler  took 
devices  that  could  greatlv  simplify  his  task.  Single  figures  in  the 
genre  were  often  strikingly  beautiful.  The  so-called  Countess 
Cosel,19  more  accurately  described  as  Lady  with  Pug  Dogs 
(No.  9)  is  rhythmical  with  a  lovely  elegance ;  while  two  figures 
of  great  charm  are  Madame  de  Pompadour  and  the  Prince  de 
Rohan  (No.  10),  inspired  by  an  engraving  of  Cochin  le  Jeune 
showing  them  in  the  third  act  of  Acis  and  Galatea  at  Versailles  in 
1749.  These  were  modelled  in  1750  and  give  a  good  idea  of  what 
the  application  of  a  Rococo  taste  did  to  the  figures.  The  em- 
phasis is  on  lightness,  irregular  movement  which  is  often  too 
sinuous,  and  a  softer  colouring.  Unfortunately  the  fantasy  be- 
came jaded  and  these  qualities  soon  slipped  into  a  facile  medio- 
cnrv. 

Kandler's  range  of  achievement  is  not  complete  without 
mention  of  his  figures  of  humbler  subjects  of  the  Elector.  The 
glorification  of  these  types  in  porcelain  was  no  tribute  to  the  pro- 
letariat however,  but  rather  calculated  to  amuse  rich  customers. 
For  example,  the  dandiacal  Miners  (No.  1 1)  were  modelled  about 
1748  from  engravings  by  Christof  Wiegel,  which  had  recorded  a 
Saxon  court  festival  of  1719.  The  Tailor  and  his  Wife  riding 
Goats20  are  repetitions  of  a  model  Kandler  had  originally  pro- 
duced in  1737  (without  a  base,  so  that  the  goat  stood  squarely  on 
its  legs:  ty  pical  of  the  years  c.  1737-9)  and  remodelled  in  1740 
when  Eberlein  had  provided  a  model  of  the  wife.  The  allusion 
here  varies  between  inelegant  sarcasm  of  a  particular  tailor  and 
amusement  at  the  species  generally.  An  imposing  Freemason 
(No.  12),  generally  regarded  as  a  companion  piece'  to  No.  9, 
was  modelled  in  1745  while  the  Order  was  under  the  ban  of 
excommunication  by  Clement  XII;21  while  the  purpose  of  Two 
Freemasons  examining  a  globe  (No.  12)  seems  to  be  less  the  spirit 
or  inquiry  than  a  smooth  irony. " 
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«.The  Hand-Kiss,  and,  Lady  with  a  Blackamoor.  Modelled  by  J.  J.  Kandler 
n  1737.  Wadsworth  Atheneum. 


9.  Lady  with  Pug  Dogs.  Modelled  by  j.  j.  Kandler  in  1744-  Wadsworth 
Atheneum. 

Anv  detailed  account  of  this  collection  would  merely  degener- 
ate into  a  list;  for  there  are  altogether  over  nvo  hundred  figures 
and  groups.  Even  in  one  large  room,  the  display  tends  to  over- 
whelm: although  a  contemporary  account  stressc  other  feelings. 
The  English  Ambassador  at  the  Court  of  Augustus  III,  Sir  Charles 
Hanburv-Wilhams,  wrote  in  1748 :  T  was  once  at  a  dinner  where 
we  sat  down  at  one  table  nvo  hundred  and  six  people-When  the 
Desert  was  set  on,  I  thought  it  was  the  most  wonderful  thing  I 
ever  beheld.  I  fancy' d  mvself  either  in  a  Garden  or  at  an  Opera 
but  I  coud  not  imagine  that  I  was  at  Dinner'."  An  engraving  of 
1717,  reproduced  bv  Honey,"  gives  some  idea  of  the  lavishness 
and  inventive  fancv  which  sponsored  Meissen  and  gradually 
other  factories.  And  Kandler,  in  the  period  of  his  richest  creativ- 


io.  Madame  de  Pompadour  and  the  Prince  de  Rohan  in  Acis  and  Galatea. 
Modelled  by  J.  J.  Handler  1750-2.  Wadsworth  Atheneum. 


II.  Three  Miners.  Modelled  by  J.  J.  Kandler  about  1748.  Wadsworth 
Atheneum. 


12.  Two  Freemasons  examining  a  Globe,  and,  a  Freemason.  Modelled  by 
J.J.  Kandler  about  1745.  Wadsworth  Atheneum. 


ity,  was  fully  a  match  for  all  demands.  He  explored  the  potent! 
alities  of  porcelain  more  brilliantly  than  any  of  his  contempor 
aries,25  and  his  best  figures  quite  equal  Bustelli's  in  grace  aru 
sculptural  intensity.  He  exploited  the  medium  with  bold  and  fre* 
modelling,  and  realized  that  the  glaze  was  an  instrument  tha: 
v/ould  enhance  its  brilliant  natural  colour  as  well  as  utilize  th< 
light  over  the  strong  projections  and  through  the  deep  hollows' 
He  used  powerful  colours  to  give  an  added  vivacity  and  often  a 
Baroque  turbulence  to  the  models,  without  destroying  theii 
characteristic  fragility.  His  nature,  passionate  and  sardonic,  \va; 
attuned  to  the  theatre,  as  his  enthusiasm  for  the  Commedia 
dell  Arte  would  manifest,  but  the  elegance  of  sophisticated i 
society  was  not  foreign  to  him.  His  work  extended  the  delight 
of  the  eighteenth  century  and  he  is  the  object  of  as  much  admira- 
tion now,  as  then. 


NOTES 

1  Financial  difficulties  obliged  him  to  auction  parts  of  his  collection  at  the  end  of  his 1 
life,  however;  the  prices  they  fetched  in  New  York  being  onlv  one  degree  less' 
unbelievable  than  the  prices  he  had  paid  for  them  originally.  In  addition,  he  had' 
always  envisaged  the  Metropolitan  Museum  of  Art  in  New  York  as  the  prime 
repository  for  the  treasures  of  his  collection. 

2  For  this  see  E.  Zimmermann.  Meissner  Porzellan.  Leipzig.  1926. 

3  See  W.  B.  Honey.  Dresden  China.  London,  1934:  PI.  Via,  e. 

4  1 9 1 7.  118  8-90.  2  5  inches  high. 

5  See  S.  Ducret,  German  Porcelain.  New  York.  1962;  p.  126.  Also.  Hans  Syz  in 
Antiques,  June  i960;  p.  157.  For  protracted  commentary  see  Mitteihmgsbiatter  ia 

Keramikfreunde  der  Schweiz,  1956-1959. 

"Jessie  McNab  Dennis.  "J.  G.  Herold  and  Company'.  Metropolitan  Museum  of  Art  I 
Bulletin,  Summer,  1963  ;  p.  10. 

7  1917.  1 194-8.  For  commentary  on  this  type  see  Honey,  p.  38-69. 

8  For  example,  the  pair  of  covered  vases.  1917.  1 192-3,  dating  from  the  mid- 
1720's.  Similar  examples  in  Honey.  PI.  XIII.  This  form  of  decoration  is  in  fart 
better  suited  to  the  rounded  surface  of  vases  and  similar  vessels  than  panelled 

scenes. 

9  If  China  was  'the  bleeding  bowl  of  Saxony'  (Honey,  p.  2  s).  Meissen  was  there  to  j 
take  any  overflow. 

10  This  does  not  imply  that  the  skill  of  the  modeller  is  never  apparent.  Kandler 
observed  exotic  animals  and  birds  in  the  Zwinger.  the  Jagerhof  at  Dresden-  , 
Ncustadt,  and  Montzburg  Castle,  and  his  modelling  directly  from  Nature  was 
always  brilliant.  See  Ducret,  p.  129,  fig.  40. 

11  The  famous  'Swan  Service',  1737-41.  comprising  many  hundreds  of  pieces,  was 
conceived  as  an  almost  ceaseless  play  upon  the  idea  of  water,  with  all  the  requisite 
animals,  birds  and  chimaeras  in  attendance:  Honey,  p.  99-100.  and  PI.  XXXV.  See 
1917.  1285-6,  two  swans  with  ormolu  brackets  made  into  incense  burners.  Kand-  I 
ler's  invention  was  fully  equal  to  the  challenge;  the  fertility  of  his  imagination 
here  is  a  joyous  reflection  upon  the  symbol  of  the  Service  itself. 

12  This,  and  the  companion  Bust  of  a  Saint.  1917.  1507,  are  17  inches  high.  See  also  1 
the  figure  of  a  Bishop,  1917.  1349,  16A  inches  high,  modelled  about  the  same  time 
by  J.  F.  Eberlein. 

13  1917.  1394-S  are  later  repetitions  of  this  group. 

14  See  Honey,  PI.  XXXIX,  e;  and  Yvonne  Hackenbroch.  Catalogue  of  the  L'uter- 
myer  Collection:  Meissen  and  Other  Continental  Porcelain.  Harvard  University  Press, 
1956;  fig.  69,  for  the  original  ^roup. 

15  See  Honey,  PI.  XXXIX,  b;  and  1917.  1388-89. 

16  See  also  Honey,  PI.  XL,  c;  and  Untermyer  Collection,  figs.  73  and  103. 

17  Examples  of  these  figures  are  illustrated  111  the  Untermyer  Collection,  figs.  75, 
cp.  1917.1362;  45  and  79,  c.p.  1917.1333  and  1917.1497;  66,  c.p.  1917.1375:  64. 
c.p.  1917.1363;  1917.1429;  52  and  _s8,  c.p.  1917.1364  and  1917.1358.  Frohlich, 
dated  1737.  Drinking  Peasants,  1917.1386-7. 

18  The  Marchand  de  Coeurs,  1917.134s,  is  a  tour  de  force  of  minute  detail  which 
tends  to  interrupt  the  rhythmic  movement  of  the  w  hole.  Similar  example,  Unter- 
myer Collection,  fig.  442. 

19  For  an  explanation  of  this  see  Untermyer  Collection,  p.  XV,  and  fig.  28. 

20  Similar  examples  in  Untermyer  Collection,  figs.  105, 106. 

21  For  details  see  Untermyer  Collection,  fig.  29. 

22  A  group  of  nationals,  etc.,  made  about  this  time,  is  represented  by  A  Turk,  1917. 
1309.  A  Turk  with  a  Guitar,  1917.1310.  See  also  the  remarkable  Turks  on  Ele- 
phants 1917.1296-S,  Camels,  1917.1267-8,  and  Blackamoor  with  a  Horse,  1917. 
1289. 

23  Honey,  p.  101,  and  note  174.  Horace  Walpole's  comment  is  also  entertaining; 
but  as  one  might  imagine,  a  less  ingenuous  observation ;  Honey,  p.  22. 

24  Honey,  PI.  111. 

25  By  the  time  Franz  Anton  Bustelli  arrived  at  the  Nymphenburg  factory  to  start 
his  career,  Kandler  already  had  a  great  range  of  figures  to  his  credit. 
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The  American  collections  of 
[Mrs  Giles  Whiting:  1 

^shridge  at  Scarborough-on-Hudson,  New  York 


OSEPH  T.  BUTLER 


MRS.  GILES  WHITING'S  first  remembrances  of  collect- 
ing date  from  her  childhood,  which  was  spent  between 
New  York  City  and  a  country  house  in  northern  Westchester 
Sounty,  New  York.  At  Croton  Falls  during  the  summer,  Mrs. 
Whiting  visited  old  houses  in  the  area  and  acquired  small  pieces 
of  American  furniture  and  decorative  objects  which  interested 
her.  These,  combined  with  inherited  furnishings,  began  to  form 
die  basis  of  a  collection  which  has  been  growing  constantly  ever 
since.  Many  important  pieces  were  acquired  at  the  great  auctions 
of  Americana  held  in  the  1920's  and  early  '30's;  in  recent  years 
onlv  pieces  of  the  highest  quality  have  been  added. 

In  scope,  the  collection  begins  with  a  small  group  of  New 
England  William  and  Man."  pieces  and  advances  through  the 
changing  period  styles  to  end  with  a  superb  assemblage  of 
furniture  by  the  New  York  cabinetmaker,  Duncan  Phyfe  (1768- 
1854).  The  greatest  riches  of  the  collection  lie  in  the  classical  style 
and  all  of  the  rooms  reflect  the  impact  of  the  collector's  personal 
preference  for  this  period.  While  most  of  the  important  American 
centres  of  cabinetmaking  are  represented,  it  is  only  natural  that 
the  collection  should  be  especially  rich  in  New  York  examples. 
In  addition  to  the  furniture,  Mrs.  Whiting  has  acquired  superb 
collections  of  ceramics,  glass,  metals,  textiles,  rugs,  and  American 
paintings.  The  collections  of  decorative  objects  reflect  the  taste  of 
colonial  Americans  for  imported  elegancies.  Beginning  with  the 
Girl  Scouts  Loan  Exhibition  of  1929  and  continuing  to  the 
present,  examples  from  this  collection  have  been  shown  in  most 
of  the  comprehensive  exhibitions  of  American  decorative  objects. 

Today  Mrs.  Whiting's  collections  are  divided  between  a 
New  York  City  apartment  and  her  country  house,  Ashridge,  at 
Scarborough-on-Hudson,  which  is  about  thirty  miles  north  of 
Manhattan.  (The  apartment  will  be  discussed  in  a  subsequent 


Facing:  A  printed  wallpaper  by  the  French  Dufour  factory  covers  the 
wall  of  the  dining  room.  Its  subject  is  the  Port  of  Bordeaux  and  the  present 
set  is  especially  distinguished  because  of  its  particular  green  colour.  The 
large  classical  sideboard,  c.  1790,  has  Baltimore  bellflower  inlays  and  rare 
brass  pulls  which  are  decorated  with  the  profile  of  a  man  who  resembles 
Thomas  Jefferson.  Also  representative  of  the  Baltimore  school  is  the  unus- 
ual small  sideboard  before  the  curtains.  The  three-part  classical  banquet 
table,  whose  centre  section  is  shown  here  along  with  one  end  against  the 
wall,  is  also  of  Baltimore  origin.  The  side  chairs  are  New  York  Chippen- 
dale with  square  marlboro  legs.  On  the  sideboards  are  examples  from  Mrs. 
Xv'hiting's  extensive  collection  of  Chinese  export  porcelain,  the  tureens 
and  pair  of  carp  vases  of  special  note.  The  table  is  set  with  blue  and  silver 
lustre  plates,  Bohemian  overlay  stemmed  ware,  and  two  pairs  of  VS'ater- 
ford  crystal  candlesticks.  Two  more  pairs  of  crystal  candlesticks  can  be 
seen  on  the  small  sideboard.  The  curtain  is  of  eighteenth-century  gold 
bourette  and  the  chandelier  late  eighteenth-century  and  probably  English. 


I.  Ashridge,  the  country  house  of  Mrs.  Giles  Whiting,  faces  west  for  a 
spectacular  view  of  the  Hudson  River  and  mountains  beyond. 


issue  of  Connoisseur.)  Ashridge  survives  as  a  rare  example  of  Greek 
Revival  architecture  in  the  lower  Hudson  River  Vallev.  Built 
c.  1830,  it  was  moved  to  its  present  location  in  1861  by  teams  of 
oxen  from  its  original  site  about  two  miles  away. 

When  Mrs.  Whiting  and  her  late  husband  acquired  the  proper- 
ty, they  commissioned  the  architect  Amyar  Embury  II  to  design 
the  two  wings  on  either  side  of  the  original  building.  These  are 
totally  in  keeping  with  the  architectural  character  of  the  old  part 
of  the  house.  In  addition,  elements  from  other  houses  of  similar 
date  and  locale  have  been  installed  and  provide  a  perfect  back- 
ground for  the  collections.  There  is  a  smaller  house,  c.  1800,  on 
the  property  where  Mrs.  Whiting's  collection  of  countrv  furni- 
ture is  installed. 

Still  a  working  estate,  Ashridge  boasts  fine  gardens,  the 
boxwood  is  especially  notable,  and  greenhouses.  The  house  is 
situated  on  a  high  mountainside  so  that  all  of  the  windows  in  the 
front  section  provide  a  commanding  view  west  across  rolling 
lawns  and  orchards  to  the  Hudson  River  and  the  mountains 
bevond. 
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2.  The  drawing  room,  seen  here  in  a  view  looking  east,  is  panelled  with 
pine  of  the  mid-eighteenth  century.  It  was  acquired  by  Mrs.  Whiting  in 
England  when  the  additions  were  being  made  to  the  house.  The  furniture 
is  all  American  and  many  of  the  pieces  are  representative  of  the  highest 
quality  of  their  various  local  schools.  In  the  foreground  is  a  superb 
mahogany  New  York  Chippendale  gaming  table  (r.  1765-1780)  which  is 
completely  original,  including  the  original  red  baize  which  covers  the  top. 
It  descended  in  the  Frost  family  of  Rochester,  New  York,  and  is  carved  on  ; 
the  legs  with  a  highly  unusual  C-scroll  and  acanthus.  On  either  side  are 
New  York  Chippendale  side  chairs,  each  an  example  of  a  type  of  chair 
which  is  associated  with  this  cabinetmaking  centre.  The  dressing  table 
against  the  wall  to  the  left  was  made  in  Philadelphia,  c.  1760,  and  is  curious 
because  of  its  wood — walnut.  The  three  wing  chairs — two  in  the  Chippen- 
dale style  and  one  Queen  Anne — are  of  New  England  origin.  The  example 
to  the  left  in  front  of  the  fireplace  is  made  of  maple,  a  very  unusual  wood 
in  such  a  furniture  form.  The  sofa,  in  the  centre  of  the  room,  is  probably  of  j 
Philadelphia  origin  and  is  in  the  transitional  Chippendale-Classical  style,  i 
The  tapering  mahogany  legs  are  connected  by  a  square  stretcher.  In  front 
of  the  sofa  is  an  extremely  rare  American  mahogany  spider-leg  table, 
c.  1770-1780.  These  tables  are  more  often  associated  with  English  furniture, 
although  this  and  several  other  documented  examples  do  survive.  In  the 
far  left  corner  stands  a  mahogany  breakfront  desk  which  is  probably  of 
Salem  origin,  c.  1765-1780.  Against  the  wall  at  the  end  of  the  room  are  two 
almost  matching  New  England  Queen  Anne  dressing  tables,  c.  1730-1750. 
Over  them  hang  a  matching  pair  of  Philadelphia  mahogany  and  gilt 
mirrors  whose  eagle  finials  face  one  another  and  which  date  shortly  after 
the  mid-eighteenth  century.  The  chandeliers,  which  are  probably  English 
glass,  were  found  by  Mrs.  Whiting  in  an  old  Charleston,  South  Carolina, 
house.  Over  the  mantel  is  a  Hudson  River  Valley  landscape  by  George 
Inness  (1852-1902).  The  three  rugs  are  early  Samarkands,  and  all  of  the 
furniture  is  upholstered  in  original  eighteenth-century  silk  damask. 
Candlesticks,  which  are  seen  in  such  profusion  here,  are  to  be  found 
throughout  the  house,  and  indeed  form  an  important  collection  in  then- 
own  right. 


3.  The  south-west  view  of  the  drawing  room  shows 
other  furniture  masterpieces.  The  mahogany  Pem- 
broke table  in  the  left  foreground  has  an  unusual 
carving  which  is  associated  with  the  classical  style  in 
the  Salem  area.  On  either  side  are  two  chairs  from  a 
set  of  six  and  two  matching  arm  chairs  which  descen- 
ded in  the  family  of  President  James  Madison.  Tradi- 
tionally, these  are  attributed  to  the  Virginia  area  and 
are  said  to  have  been  made  by  a  European  craftsman 
who  had  recently  arrived  in  America.  Against  the 
far  wall  to  the  left  stands  a  side  chair  (from  a  set  of 
eight)  which  was  made  by  Duncan  Phyfe  for  the  wed- 
ding of  Sophia  Miles  Belden  and  was  used  in  the 
family  residence  at  Washington  Square  in  New  York 
City.  The  chairs,  made  c.  1815,  have  a  very  unusual 
splat  of  double  eagles'  heads  holding  drapery.  In  the 
centre  of  the  wall  stands  a  splendid  mahogany 
tambour-front  ladies'  desk,  again  in  the  classical  style 
as  it  was  interpreted  in  the  Salem-Boston  area.  A 
pair  of  matching  classical  card  tables  with  a  carrot- 
shaped  inlay  associated  with  New  Hampshire  flank  the 
desk.  At  the  far  end  of  the  room  is  a  walnut  and  inlaid 
English  chest-on-frame  in  the  William  and  Mary 
style  which  has  a  long  history  of  American  owner- 
ship. At  the  left  is  another  landscape  by  Inness,  with 
a  small  study  of  a  cow  by  Corot  hanging  under  it.  In 
the  centre  hangs  a  large  impressionistic  landscape  by 
Henry  Golden  Dearth  (1864-1018).  Over  the  chest-on- 
frame  is  a  landscape  by  Homer  Martin  (1836-1807).  It 
is  rare  in  any  American  house  to  see  Federal  wall 
sconces  and  brackets  in  such  number  as  at  Ashridge. 
Seen  on  tables  in  this  view  is  a  part  of  Mrs.  Whiting's 
large  collection  of  choice  Chinese  porcelains,  pottery, 
and  jade. 


The  name  of  the  lustre  room  was  inspired  by  the  cases  of  English  lustre 
ire  which  are  housed  here.  The  assemblage  seen  here  represents  only  a 
tall  part  of  one  of  the  most  distinguished  collections  in  America.  The 
lall  mantel  and  steel  fire  grate  are  English — the  mantel  is  painted  the 
me  muted  green  as  the  remainder  of  the  room.  The  curtains  arc  dark 
ue,  and  all  of  the  eighteenth-century  silk  damask  upholstery  and  the 
hincse  rug  are  gold — thus  providing  a  superb  background  for  the  lustre, 
•ost  of  which  is  pink  and  silver.  The  two  Martha  Washington  chairs  arc 
om  New  England,  c.  1790,  the  example  at  the  left  especially  interesting 
;cause  of  its  shield  inlay  in  the  arms.  The  oval-back  chair  is  from  a  set  of 
x  side  chairs  and  two  arm  chairs  which  have  a  long  history  of  Virginia 
wnership.  The  three  small  pictures  are  from  a  set  of  six — they  are  French 
ressed  pictures  of  the  mid-eighteenth  century  which  illustrate  fashionable 
ostumes.  The  rococo  looking  glass  is  of  a  European  type  frequently 
nported  by  Americans  during  the  eighteenth  century.  Over  a  mantel 
angs  a  portrait  of  Mr.  Cops,  who  was  Keeper  of  the  Royal  Menagerie  in 
he  Tower  of  London  from  1829-1835,  and  on  the  mantel  stand  a  set  of 
hrec  pink  lustre  cache  pots,  c.  1825,  a  pair  of  Battersea  enamel  candlesticks 
if  the  highest  quality,  and  another  pair  of  Chelsea  porcelain  of  a  shepherd 
nd  shepherdess.  The  chandelier,  which  is  probably  English,  is  silver  and 
ock  crvstal. 


5.  Against  the  far  wall  at  the  other  end  of  the  lustre  room  stands  a  secretary 
in  the  Sheraton  manner  which  is  attributed  to  John  Seymour,  who  worked 
from  c.  1794-1815  in  Boston.  It  has  an  elaborate  tambour  front  and  the 
interior  is  painted  in  the  blue  colour  which  characterized  Seymour's  work. 
Over  it  hangs  a  very  elaborate  Bilbao  looking  glass  veneered  in  white  and 
grey  marble.  The  sofa  is  a  New  England  piece,  c.  1800,  with  turned,  reeded 
legs  of  the  Sheraton  type.  The  two  arm  chairs  are  also  New  England,  and 
the  Queen  Anne  tea  table,  an  exceptionally  delicate  example,  is  also  pro- 
bably of  the  same  origin.  The  small  work  table  in  the  corner  belonged  to 
the  family  of  the  subject  of  the  portrait  shown  in  No.  4.  On  the  secretary 
are  two  Bow  porcelain  figurines  from  a  set  of  the  Four  Continents.  The 
still  life  is  signed  A.Teixeira  fecit  1794;  the  small  painting  below  is  a 
landscape  by  Ralph  A.  Blakelock  (1847-1919),  one  of  a  large  group  which 
can  be  seen  throughout  the  house.  An  English  silver  lustre  tea  service  is 
used  on  the  tea  table. 
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6.  The  library  is  like  a  blaze  of  colour  because  of  the  floral  English  chintz 
curtains  and  the  intricate  eighteenth-century  rug  of  an  Ispahan  type.  The 
sofa  against  the  left  wall  is  a  rare  example  by  the  New  York  cabinetmakers 
Slover  and  Taylor  (1802-1804).  This  piece  is  especially  interesting  because 
of  an  added  carved  rectangular  centre  panel  on  the  seat  rail.  The  tea  table 
in  front  of  it  has  a  type  of  bellflower  inlay  which  is  associated  with  Balti- 
more. The  four  pretzel  backed  side  chairs  (from  a  set  of  six)  are  of  a  type 
generally  attributed  to  Daniel  Trotter  of  Philadelphia,  who  died  in  1800. 
Between  the  windows  stands  a  fine  Queen  Anne  Connecticut  porringer-top 
tea  table.  The  two  arm  chairs  at  the  right  are  English,  c.  1745 ;  the  revolving 
classical  mahogany  Canterbury  in  the  left  foreground  is  also  English.  Over 
the  sofa  hangs  an  exceptional  carved  and  gilt  mirror  which  is  probably 
Philadelphia,  c.  1770.  On  either  side  are  a  pair  of  Chinese  export  paintings 
in  reverse  on  glass,  with  elaborate  gesso  frames. 


7.  A  cabinet  of  ceramics  is  one  of  a  pair  which  flank  the  entrance  from  the 
dining  room  into  the  lustre  room.  It  is  set  into  a  wall  covered  with  the 
same  Dufour  paper  seen  in  the  colour  plate.  The  cabinet  contains  more 
examples  from  the  lustre  collection;  in  this  instance  silver  and  canary 
coloured  and  a  set  of  four  English  saltglaze  plates  showing  scenes  of  the 
Prodigal  Son.  In  front  stands  a  New  York  Chippendale  side  chair  (from  a 
set  of  eight),  of  which  others  can  be  seen  in  the  colour  plate. 
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8.  A  corner  of  Mrs.  Whiting's  bedroom,  set  against  a  pine  panelled  background,  conveys  an  earlier  feeling  than  most  of  the  other  rooms  at  Ashridge. 
An  exceptional  burled  walnut  highboy  represents  the  sophistication  of  New  England  cabinetmaking,  c.  1700.  Of  a  similar  date  and  provenance  are  the 
daybed  with  ratchet  adjustable  back  and  the  pair  of  side  chairs  on  either  side  of  the  fireplace.  Each  of  these  examples  is  of  walnut  w  ith  the  Spanish 
foot.  The  butterfly  table  at  right  is  also  a  New  England  piece,  c.  1710.  A  Queen  Anne  cherry  dressing  table  which  is  probably  Connecticut  in  origin 
has  vestigial  remains  of  the  earlier  William  and  Mary  style.  The  brass  andirons  are  impressed:  Bailey,  Sew  York.  Other  highlights  among  the  acces- 
sories are  a  New  York  classical  looking  glass  and  a  pair  of  seventeenth-century  English  needlework  pictures  with  religious  subjects.  The  rug  is  a  very 
subtle  Samarkand. 
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An  American  family  portrait 

THE  group  portrait  Edward  Lloyd,  his  wife, 
and  daughter  Anne,  of  Wye  House,  Talbot 
County,  Maryland,  painted  in  1771  by  Charles 
Willson  Peale,  remained  in  the  family  until  the 
death  last  winter  of  a  descendant  of  Anne  Lloyd, 
the  little  girl  shown  in  the  portrait.  It  has  recently 
been  acquired  by  the  Henry  Francis  du  Pont 
Winterthur  Museum,  near  Wilmington,  Dela- 
ware, and  has  been  described  by  Dr.  Edgar  P. 
Richardson,  director  of  the  museum,  as  'one  of 
the  outstanding  American  portrait  groups 
painted  before  the  Revolution'. 

The  Museum  found  Peale's  signature  and  the 


date  1 77 1  when  an  accumulation  of  many  coats 
of  discoloured  varnish  was  removed  this  spring. 
The  date  is  further  confirmed  by  a  letter  from 
the  artist  to  Edmond  Jennings,  of  London,  dated 
July  18,  1 77 1,  in  which  the  artist  mentioned 
doing  'some  pieces  for  Mr.  Lloyd  . .  .  one  of  them 
...  a  family  piece  of  three  figures'.  In  addition  to 
this,  the  painting,  as  well  as  miniatures  ot  Mr. 
and  Mrs.  Lloyd  (she  was  born  Elizabeth  Tayloe), 
appear  in  Peale's  list  of  works  executed  between 
1770  and  1775. 

It  is  difficult  to  escape  the  impression  that 
Peale  exerted  very  special  care  in  the  execution 
of  this  portrait:  the  rendering  of  the  details 


(costume,  jewellery,  etc.)  is  exceedingly  fine, 
and  also,  more  important,  the  artist  has  expressed 
the  warmest  sympathy  with  his  sitters.  This  is 
easily  understood  if  we  recall  that  not  only  was 
Edward  Lloyd  a  long-time  friend  and  important 
patron  of  Peale,  but  also,  to  quote  once  more 
Dr.  Richardson's  words,  one  who  'epitomizes 
the  concept  of  the  eighteenth-century  American 
gentleman-landowner-public  servant,  of  a  type 
whose  house  furnishings  are  preserved  and 
whose  spirit  is  reconstructed  in  the  Winterthur 
Museum';  where,  incidentally,  a  billiard  table 
that  once  stood  in  the  orangery  at  Wye 
House,  the    onlv  known  eighteenth-century 


Charl»?  Willson  Peale.  Edward  Lloyd,  his  wife,  and  daughter  Anne,  1771.  Recently  acquired  by  the  Henry  Francis  du  Pont  Winterthur  Museum,  Delaware. 
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American  gaining  tabic  of  its  kind,  was  placed 
in  display  this  past  winter. 

The  painting  affords  us  a  glimpse  ot  Wye 
House  in  the  far  left  background — a  stately 
Georgian  mansion,  that  stood  on  Maryland's 
tamed  'Eastern  Shore",  surrounded  with  a  deer 
park  for  hunting.  We  already  know  of  the 
orangery,  but  it  is  even  more  impressive  to 
learn  that  the  wealthy  and  cultured  owner  of 
this  great  country  house  is  supposed  to  have 
assembled  a  library  of  over  one  thousand  vol- 
umes, no  mean  feat  in  those  days. 

Edward  Lloyd  was  known  as  'The  Patriot',  to 
distinguish  him  from  his  brother,  Richard 
Bennett  Lloyd,  dubbed  'The  Tory',  because  he- 
left  Maryland  for  England  in  1772,  bought  a 
commission  in  the  Coldstream  Guards,  and 
remained  in  England  throughout  the  war.  Mean- 
while, Edward,  our  subject,  was  serving  his 
county  as  a  colonel  in  the  militia  and  as  a 
burgess;  his  state,  as  a  member  of  Assembly  and 
Senate,  and  of  the  Council  of  Safety  for  Mary- 
land ;  and  his  country  as  a  delegate  in  the  Con- 
gress of  the  Confederation.  He  was  born  in  1744 
and  died  in  179(1. 

Ironically,  the  two  brothers  are  now  reunited 
posthumously — at  least,  in  effigy.  The  group 
portrait  illustrated  here  has  been  installed  in 
Winterthur's  Marlboro  Room,  near  another 
portrait  by  Peale,  done  at  the  same  time — i.e., 
about  one  year  prior  to  the  parting  of  courses — 
of  the  future  'Tory'. 
In  the  warm  yet  delicate  harmony  of  the 
I  colour  scheme,  the  sparkling  tracery  of  jewelled 
ornaments  and  embroidery  on  the  rich  satins  and 
velvets,  stands  out  with  the  ethereal  sumptuosity 
of  an  evanescent  frosting:  yet,  so  precise  that  it 
could  easily  be  duplicated,  down  to  the  last 
detail.  In  fact,  the  beautiful  brooch  worn  on  Mrs. 
Lloyd's  faultlessly  dressed  hair  is  certainly  one  of 
the  finest  models  of  period  jewellery  (in  all 
likelihood,  the  orginal  was  English). 

Edward  Lloyd  is  both  manly  and  splendid  in 
rich  maroon  velvet  attire,  while  his  wife  wears  a 
gown  of  soft  blue,  set  off  by  the  tawny  tints  of 
the  lute  she  is  strumming  softly,  and  of  which  the 
pearl-like  notes  seem  still  to  resound  in  the 
gloaming  of  the  wooded  landscape  background 
— very  probably,  a  'painted  paper'  on  the  walls 
of  one  of  the  salons. 

The  charm  of  the  portrait  indeed  lies  in  not  so 
much  the  contrast  as  the  harmonizing  of  Euro- 
pean sophistication,  not  affectedly  adopted  but 
very  genuinely  felt  and  admitted,  against  a 
newer  and  stronger  force:  the  emergence  of  a 
national  character,  moulded  by  intimacy  with  a 
bolder  and  harsher,  but  also  more  generous, 
land. 

English  Pottery 

A  ROBUSTLY-MODELLED  figure  of  a 
woman  representing  Old  Age  was  recently 
displayed  in  Williamsburg  as  part  of  an  exhibi- 
tion titled  'A  Newly-Acquired  English  Pottery 
Collection'.  Made  by  Ralph  Wood  in  Stafford- 
shire, circa  1765,  the  figure  is  decorated  in  colour- 
ed glazes  in  tones  of  brown  and  yellow.  (Height, 
approximately  8|  inches.) 

The  collection,  which  has  been  described  by 


Salt-glaze  figure  of  an  old  woman  by  Ralph  Wood,  Burslem,  Staffordshire,  c.  1765.  Part  of  a  collec- 
tion of  English  Pottery  recently  acquired  by  Colonial  Williamsburg. 
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Walter  Sickert.  Portrait  of  Rear-Admiral  W. 
Lumsden.  The  Minneapolis  Institute  of  Arts. 


John  M.  Graham,  2nd,  Curator  and  Director  of 
Collections  at  Colonial  Williamsburg,  as  'the 
most  comprehensive  and  outstanding  ...  to 
come  to  the  United  States',  comprises  no  less 
than  five  hundred  and  twenty  pieces  from  the 
seventeenth  to  the  nineteenth  century.  However, 
the  emphasis  centres  on  the  important  three- 
dimensional  figures  and  groups  of  the  eighteenth 
century.  Most  of  the  pieces  are  Staffordshire 
lead-glazed  earthenwares,  but  there  is  also  a 
number  of  Staffordshire  salt-glazed  stoneware 
examples.  The  earliest  in  the  collection  include 
some  thirty-eight  of  the  primitive  'Astbury' 
figures  dating  from  about  1740;  ten  'Astbury 
Whieldon'  figures  of  later  date;  and  over  fifty 
'Whieldon'  fi  gures  of  the  mid-eighteenth  cen- 
tury. In  addition  to  these  rare  early  examples,  the 
collection  contains  almost  one  hundred  Ralph 
Wood  figures,  such  as  the  one  illustrated  here. 
(Among  the  rarest :  The  Arbour  Group,  found  only 
in  tv.  3  public  collections.)  With  the  acquisition 


of  this  interesting  group,  Colonial  Williamsburg 
is  enabled  to  present  one  more  interesting  facet 
of  American  life  in  Colonial  days,  when  the 
Staffordshire  figures  met  with  high  favour,  as 
was  well  deserved  by  their  liveliness  and  simple 
charm,  particularly  sympathetic  to  the  American 
character  and  mode  of  life. 

Walter  Sickert 

WALTER  SICKERT  (i860- 1942),  the  greatest 
of  the  British  Impressionists,  is  an  artist  little 
known  in  the  United  States.  His  masterful 
portrait  of  Rear-Admiral  W.  Lumsden  has  just 
been  acquired  by  the  Minneapolis  Institute  of 
Arts,  who  state  that  this  is  the  first  of  the  artist's 
major  works  to  enter  an  American  museum.  The 
problems  posed  by  a  full-length  figure  are 
admirably  solved  in  Admiral  Lumsden,  especially 
considering  that  the  artist,  as  if  wishing  to  in- 
crease the  difficulty,  has  virtually  relegated  his 
model  to  one  half  of  the  narrow  canvas.  Yet 
Sickert,  by  this  suggestive  device — the  old 
seaman  seems  to  have  just  turned  away  from 
overlooking  some  vast  harbour  for  a  brief  and 
somewhat  scornful  look  at  the  intruding  'land- 
lubbers'— and  by  his  mastery  of  his  chosen 
technique,  has  achieved  here  true  grandeur.  A 
few  bright  flashes  of  colour  enliven  the  painter's 
basically  sombre  palette,  that  betrayed  his  Nordic 
origin :  Sickert  was  born  in  Munich,  of  Danish 
parents,  but  settled  in  England  in  1868.  He  was  a 
friend  and  a  pupil  of  Whistler  and  did  not 
hesitate  to  compete  against  the  American  artist 
in  the  field  of  portraiture — with  good  reason,  as 
shown  in  the  outstanding  example  illustrated 
here. 

A  Great  Fragonard  for  the  Clark  Institute 

ONE  of  the  most  momentous  museum  acquisi- 
tions of  recent  years — if  not,  all  things  considered, 
the  most  important — is  certainly  that  of  a  great 
'unknown'  Fragonard  portrait  acquired  by  the 
Sterling  and  Francine  Clark  Institute.  Titled  The 
Warrior,  this  is  one  of  the  famous  series  of  the 
'portraits  de  fantaisie';  it  had  remained  in  the 
possession  of  the  same  family  since  the  later  part 
of  the  eighteenth  century  until  the  late  1930's 
when  it  was  acquired  by  a  private  Swiss  collector, 
who  later  sold  it  to  an  international  art  dealer 
from  whom  it  was  acquired  by  the  Clark  Art 
Institute.  This  picture  is  believed  to  be  the  first 
Fragonard  bought  for  an  American  public 
museum  since  the  National  Gallery  in  1961 
secured  a  portrait  of  the  same  size  (La  Liseuse) 
from  the  Erickson  auction  in  New  York  for 
S875,ooo.  For  the  Clark  Institute,  the  purchase 
emphasizes  the  policy  inaugurated  in  1962,  with 
the  unveiling  of  the  splendid  seven-panel  work 
of  the  fourteenth  century  by  Ugolino  da  Siena, 
of  enriching  its  already  extraordinary  collection 
with  nothing  but  examples  of  the  very  first 
calibre. 

To  appreciate  fully  the  importance  of  this  new 
acquisition,  we  can  do  no  better  than  to  turn  to 
the  introductory  paragraphs  of  the  brilliant 
study  by  Professor  Charles  Sterling,  devoted  to 
the  'portraits  de  fantaisie',  of  which  two  others 
are  known  to  be  in  the  United  States,  one  in  the 
Metropolitan  Museum  and  the  second  in  a 
private  collection — while  there  are  five  in  the 


Louvre,  one  in  Barcelona's  Museum  of  Modem 
Art,  and  the  balance  are  held  by  European 
collectors : 

'Among  the  paintings  by  Fragonard,  the 
group  of  Portraits  of  Fantasy  (Portraits  de  Fan- 
taisie) occupy  a  particular  place:  they  are  his 
most  impetuous  works.  A  formidable  vitality  is 
expressed  here  by  an  ethereal  touch,  and  that 
union,  so  rare  in  western  painting,  that  accord 
which  constitutes  the  very  essence  of  Fragon- 
ard's  vision  is  more  evident  here  than  in  any 
other  of  his  paintings.  One  would  almost  say 
that  the  wind  itself  has  painted  them.  Thus  ther 
majority  of  them  are  considered  to  be  his  master- 
pieces. The  Warrior,  hitherto  unpublished,  that 
the  Sterling  and  Francine  Clark  Institute  at 
Williamstown  has  just  acquired  and  which  I 
have  the  privilege  to  present  here,  is  one  of  the 
most  beautiful  of  them  and  perhaps  the  most 
significant.  .  .  .  There  is  not  a  shadow  of  doubt  as 
to  its  authenticity:  a  comparison  with  the  cele- 
brated series  of  paintings  in  the  Louvre  whose 
composition,  color,  technique,  and  dimensions 
are  exactly  the  same,  brings  about  the  immediate  | 
certitude  and  renders  useless  all  meticulous 
justification  which  could  only  be  pedantic' 

It  is  believed  by  Professor  Sterling  and  other  1 
authorities  that,  from  the  manner  in  which  they 
are  presented,  seen  slightly  from  below,  the 
famous  series  may  have  been  intended  as  over- 
door  panels.  Neither  the  man  portrayed  in  The  ' 
Warrior  nor  the  subjects  in  many  of  the  other 
portraits  are  known  by  name.  All  are  allegorical, 
symbolizing  philosophy,  poetry,  creative  writ- 
ing,  music,  and  in  The  Warrior,  active  life. 
The  portraits  de  fantaisie  belong  to  the  brilliant 
Parisian  period  during  which  Fragonard,  at  the 
very  peak  of  his  powers  and  youthful  enthusiasm, 
'painted  portraits  at  one  fell  swoop,  for  one 
louis'.  In  conclusion  to  his  scholarly  and  per- 
ceptive essay,  Professor  Sterling  establishes  a 
relationship  between  the  'uniformly  transparent 
strokes'  of  The  Warrior  and  the  later  accomplish- 
ments of  the  Impressionist  pleiad:  'We  shall 
have  to  wait  for  the  pastels  and  the  paintings  of 
Manet,  Berthe  Morisot,  Toulouse-Lautrec  and 
Renoir  to  see  the  audacity  of  this  colored  poly- 
phony r<enewed',  the  writer  comments,  con- 
cluding: 'The  Trustees  and  the  Director  of  the 
Sterling  and  Francine  Clark  Art  Institute  should 
be  congratulated  on  having  enriched  their 
Collection  by  a  masterpiece  which  so  judiciously 
completes  their  series  of  works  by  Daumicr, 
Manet,  Toulouse-Lautrec,  and  their  unusual 
group  of  thirty-three  Renoirs.  It  would  be 
difficult  to  choose  in  all  the  painting  of  Fragon- 
ard's  time  a  more  authentic  antecedent  of  that 
which  is  most  audacious  in  nineteenth-century 
French  painting.' 

While  the  model  for  The  Warrior  may  well  be 
thought  to  have  been  of  a  composite  sort,  there 
is  a  tragic  unity  about  this  tormented  face,  so 
different  from  the  types  one  usually  associates 
with  this  artist,  that  leads  one  to  a  conviction  that 
it  was  rather  an  instantaneous  impression  of  a 
chance  encounter.  Neither  a  handsome  nor  a 
distinguished  face,  but  surely  the  most  moving 
ever  pictured  by  Fragonard.  The  costume  'de 
fantaisie'  harks  back  to  the  seventeenth  century, 
and  the  face  matches  it  in  mood,  being  totally 
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above  left.  Jean  Honore  Fragonard.  Portrait  of  a  man — The  Warrior.  Oil  on  canvas  32  X  25§  in.  Sterling  and  Francine  Clark  Art  Institute,  Williamstoirn. 
Above  right.  Peter  Paul  Rubens.  Tiberius  and  Agrippina.  Panel  26j      22J  in.  National  Gallery  of  Art,  Washington. 


devoid  of  the  calm  luminosity  that  glows 
uniformly  on  the  countenances  of  the  age  of 
reason.  Truculent,  almost  burlesque,  and 
awesome  because  of  this  very  disharmony,  The 
Warrior  burns  with  a  dark  fire;  we  need  but 
isolate  him  from  his  golden  satin  attire  to  dis- 
cover that  he  has  escaped  from  the  world  of 
Callot,  that  he  is  but  an  interloper,  a  'throw- 
back', into  that  of  the  joyous  'Frago'.  Yet  also  a 
prophecy,  for  soon  such  faces  would  rise  out  of 
the  trodden  mass  of  a  suffering  people  and  in- 
flict its  terrible  vengeance  The  Warrior  with  its 
stern,  fixed  look,  appears  rather  as  a  judge. 

A  Unique  Rubens 

AN  outstanding  example  of  the  early  work  of 
Peter  Paul  Rubens  has  recently  been  acquired  by 
The  National  Gallery  in  Washington.  The 
double  profile  portrait  is  unique  in  Rubens' 
known  oeuvre.  It  represents  the  Roman  Emperor 
Tiberius  (A.D.  14-37)  and  his  first  wife, 
Vipsania  Agrippina.  john  Walker,  director  of 
The  National  Gallery,  has  commented  of  this 
intriguing  work:  'In  spite  of  the  classical  static 
quality  of  the  subject,  the  characteristic  Baroque 
spirit  of  Rubens  is  clearly  evident  in  the  rhyth- 
mic design  of  the  picture  and  the  sense  of  exuber- 
ant strength  that  it  conveys.  The  brushwork  in 
certain  passages;  such  as  Agrippina's  hair,  makes 
this  small  painting  a  particularly  notable  example 
of  the  brilliance  and  energy  of  Rubens'  auto- 
graph paint  handling'.  The  painting,  on  oak 


panel,  measures  26J-  inches  high  by  22*  inches 
wide.  It  was  formerly  in  the  Liechtenstein 
Collection,  having  been  acquired  in  17 10  by 
Prince  Adam  Andreas  Liechtenstein.  The  first 
printed  catalogue  of  the  Liechtenstein  Gallery, 
written  in  Italian,  and  published  in  1767,  lists 
this  painting  (number  507)  as  'Two  Heads  in 
profile,  that  is  the  effigies  of  Tiberius  and  Agrip- 
pina his  wife,  painted  by  Peter  Paul  Rubens'. 

The  picture  is  believed  to  have  been  painted 
between  1612-15,  or  a  few  years  after  the  return 
of  the  artist  to  Antwerp  from  Rome.  An  ancient 
Roman  cameo  may  have  been  the  inspiration  for 
painting,  originally  undertaken  solely  as  an 
idealized  female  portrait,  with  the  male  head 
added  as  an  afterthought — and  the  panel  enlarg- 
ed on  two  sides  for  that  purpose. 


Woman  writing  with  a  stylus,  attended  by  yak- 
shas  (?)  height:  31 A  in.  Buff  sandstone  sculpture 
of  the  Chandela  Dynasty,  nth  century  A.D., 
from  the  Khajuraho  region,  Madhya  Pradesh. 
Lent  by  the  Indian  Museum,  Calcutta,  to  the 
exhibition  'Ancient  Sculpture  from  India'  at 
The  Cleveland  Museum  of  Art. 
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Telephone:  Kensington  5266 

Members  of  The  British  Antique  Dealers  Association 


A  Regency  satinwood  and  lacquer  cabinet  with  gill  enrichments.  Length  6  ft 


GROsvenor  1747/8 


STANLEY  J.  PRATT 

27  MOUNT  STREET,  LONDON,  W.l 


LIMITED 


CHRISTIE'S 

will  offer  at  auction  on  TUESDAY,  APRIL  27th 

FINE  ENGLISH  DRAWINGS  AND  WATERCOLOURS 

the  property  of 

The  Rt.  Hon.  Lord  Radcliffe,  The  Lord  Bruce  and  others 


Turn  your  Copper  into  Silver  now  before  your  Eyes 
by  Paul  Sandby.  R.A.    7!  by  51  in. 


Young  Woman  holding  a  Child  in  her  Arms  by 
Augustus  John.  O.M.,  R.A.  pen  and  brown 
ink  -  Hi  bv  8  in. 


The  Hunt  Breakfast  by  Thomas  Rowlandson    6$  by  10|  in. 
Illustrated  catalogues  (21  plates)  6s.  6d.  post  free 


Our  Representative  in  America: 
ROBERT  M.  LEYLAN 

Christie,  Manson  &  Woods  (USA)  Ltd.  36  East  57th  Street,  New  York  22,  N.  Y. 
Tel:  Plaza  2-1266  Cables:  Chriswoods,  New  York 


CHRISTIE,  MANSON  &  WOODS,  LTD. 

8  Kins  Street.  St.  James's.  London.  S.W.I 


Telephone:  TRAfalgar  9060 


Telegrams:  Christiart,  London,  S.W.I 


E 

23  GRAFTON  STREET  LONDON  W.l. 


GEORGE  I  GRANDFATHER  CLOCK  ON  SIMULATED 
ORTOISE-SHELL    GROUND    IN   THE   CHINESE  TASTE 

oight  8  ft.  5  in.  Width  I  ft.  6  in.  Depth  io  in. 

The  clock  is  by  George  Tyler,  who  worked  in 
Pope's  Head  Alley;  there  is  a  record  of  a  clock  in 
an  oriental  tortoise-shell  case  that  he  made  in  1715 


fDE   PARK    04  4  4  BLA/RTIQUE,  LONDON  W.l 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 
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'Art  in  Motion' — is  it  up  the  magnetic  pole  ? 

Some  unknown  Classical  Sculpture  donald  strong 

The  first  published  account  of  the  sculpture  in  William  Waldorf  Astor's  Italian  Gardens  at  Hever 
Castle 

The  dating  of 'Blue  and  White'  J.  m.  addis 

Early  Italian  paintings  at  the  Wildenstein  Gallery  keith  Roberts 

The  Salisbury  Tazza  1  HORVALD  krohn-hansen 

Thomas  Uwins,  R.A. 
The  Connoisseur's  Diary 

The  crayon  drawings  of  Robert  Bevan  (1865-1925) 
The  work  of  George  Bullock,  cabinet-maker,  in  Scotland:  1 
Dietrich  Ernst  Andre  his  work  in  England 
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The  American  Connoisseur 

A  new  look  at  Bonnard  at  Los  Angeles  County  Museum  of  Art 

The  Connoisseur  in  America 
©  April  1965.  National  Magazine  Company  Limited 

On  Cover 

Dietrich  Ernst  Andre.  'Time  with  Apollo  and  Diana'. 

In  the  possession  of  The  Sabin  Galleries,  4  Cork  Street,  London,  W.i 

Colour  Plates 

Hever  Castle,  Kent,  from  the  south-east,  showing  the  Drawbridge,  and  the  Rose  Garden 
Statuary  in  the  Italian  Gardens  at  Hever  Castle 

Jar,  blue  and  white,  with  six-character  Hsiian-te  mark,  fifteenth  century 
///  the  Collection  of  Sir  Harry  and  Lady  Gamer 

Domenico  Veneziano  (follower  of).  'The  Judgement  of  Paris' 

Lent  to  the  exhibition  of  early  Italian  paintings  at  the  Wildenstein  Gallery  by  the  Glasgow  Art  Gallery  (Barrel I 

Collection.) 
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SOTHEBY'S 

(Founded  1744) 

announce  the  Sale  on  Tuesday,  27th  April,  of 

HIGHLY  IMPORTANT  MEDIEVAL  WORKS  OF  ART 

the  property  of  Mr.  PHILIPPE  R.  STOCLET 
(from  the  Collection  of  the  late  Adolphe  Stoclet) 
and  the  property  of  the  BIRMINGHAM  AND  MIDLAND  INSTITUTE 


A  Limoges  champleve  enamel  crucifix,  A  Mosan  champleve  enamel  plaque  with  Pentecost, 

late  12th  century,  12  inches  high.  c.  1 160,  4  inches  square. 


A  Limoges  chasse  decorated  in  champleve  enamel  against  a  vermicule  ground, 
late  12th  century,  9  inches  wide. 

Illustrated  Catalogue  (37  plates,  7  in  colour),  £/.  Plain  Catalogue  6d.  post  free 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  HYDe  Park  7242  Telegrams:  Abinitio,  Telex,  London,  W.l 


The  Connoisseur 

MAY  1965 

TEN  SHILLINGS 
TWO  DOLLARS  U  S  A. 


Our  contributors 
in  this  issue  include : 

w.  G.  constable,  lately  Curator  of  Paintings,  the 
Museum  of  Fine  Arts,  Boston,  Massachusetts, 
international  authority  on  paintings. 

donald  strong,  Assistant  Keeper  of  the  Depart- 
ment of  Greek  .and  Roman  Antiquities,  the 
British  Museum. 

luke  Herrmann,  Assistant  Keeper  of  the  Depart- 
ment of  Western  Art,  the  Ashmolean  Museum. 

thorvald  krohn-hansen,  Director  of  the  Nor- 
denfjeldske  Kunstindustrimuseum,  Trondhjem, 
Norway. 

JOHN  addis,  member  of  the  Oriental  Ceramic 
Circle  and  British  Consul  in  Manila. 

ANTHONY  coleridge,  a  leading  art-historian  of 
English  eighteenth-century  furniture. 

ronald  pickvance,  Regional  Art  Officer  of  the 
Arts  Council  of  Great  Britain. 


- 

Next 


month  in 


The  Connoisseur 


The  May  number  of  The  Connoisseur,  the  international  art 
magazine  designed  to  meet  the  tastes  and  requirements  of  its 
readers,  will  include  the  following  contents : 

Clifford  Musgrave,  Director  of  the  Brighton  Royal  Pavilion, 
describes  and  illustrates  in  colour  and  monochrome,  Gate- 
wick,  the  Sussex  home  of  Mr.  and  Mrs.  David  Yorke,  and  its 
furniture  and  pictures;  a  house  to  which  they  have  carried 
out  a  remarkable  task  of  restoration. 

Paul  Hulton  of  the  Department  of  Prints  and  Drawings,  the 
British  Museum,  reviews  the  bicentenary  of  William  Hogarth, 
of  whom  he  asks  'Was  he  a  moralist  whose  weapon  was — 
caricature  ?' 

Anthony  Coleridge  continues  his  series  of  finely  illustrated 
articles  on  British  eighteenth-century  cabinet-makers — with  the 
work  of  George  Bullock  in  Scotland  (Part  2). 

Peter  Winckworth,  past  Master  of  the  Mercers  Company, 
records  that  the  unique  silver  Westminster  'Tobacco  Box' 
has  this  month  gone  to  a  new  home  in  London. 

Ada  Polak,  representative  in  London  of  Norwegian  museums, 
art-historian  of  antique  glass,  describes  and  illustrates  in 
colour  some  of  the  very  rare  pieces  of  glass  made  by  Maurice 
Marmot  (1882-1962)  recently  presented  to  the  Victoria  and 
Albert  Museum;  Marinot's  glass  having  hitherto  been  not 
only  unrepresented  in  the  Museum  but  in  any  British  collec- 
tion private  or  public. 

Henry  Galy- Carles,  Paris  art  correspondent,  writes  on,  and 
illustrates  in  colour,  the  work  of  the  artist  Hanich,  a  collabor- 
ator with  Fernand  Leger. 

Diane  K.  McGuire,  an  American  art-historian,  provides  an 
interesting  illustrated  study  of  the  work  of  Giovanni  Battista 
Falda  (1648-1678)  and  his  topographical  views  of  three 
Italian  Gardens. 

In  addition  *  all  the  regular  features  including :  The  American 
Connoisseur,  International  Saleroom,  Paris  Dispatch,  Art 
Books  reviewed. 


SOTHEBY'S 

(Founded  1744) 

announce  the  Sale  on  Tuesday,  4th  May,  of 

FINE  CONTINENTAL  PORCELAIN 
AND  A  COLLECTION  OF  CHELSEA  SCENT  BOTTLES 

the  property  of 
Mrs.  DEREK  FITZGERALD,  and  other  owners 


A  pair  of  Sevres  apple-green  vase-a-oreilles,  1757,  painter  Mereaud  jeune,  9  inches 
and  a  Sevres  apple-green  pot-pourri  vase  by  Morin,  1769,  11  inches 


A  fine  Vincennes  gros-bleu  garniture  de  cheminee,  1756,  7£  and  84  inches. 
Illustrated  Catalogue  will  be  available.  Plain  Catalogue  6d.  post  free. 

SOTHEBY  &  CO.,  34  &  35  NEW  BOND  STREET,  LONDON,  W.l 

Telephone:  HYDe  Park  7242  Telegrams:  Abinitio,  Telex.  London  W.l. 

AMERICAN  REPRESENTATIVES:  SOTHEBY'S  OF  LONDON  LTD. 
Telephone:  PLaza  8-2891      717  Fifth  Avenue,  New  York  22     Telegrams:  Abinitio,  Telex,  New  York 


THE  COUPER  GALLERY 

9  DERI  NG  STREET 
NEW  BOND  STREET 
LONDON,  W.I 

Telephone:  MAYfair  1578 

Nineteenth  century 
French  paintings, 

mainly  of  the 
Barbizon  School 


|  154  Brompton  Road,  London  SW3  Kensington  6454:  Cables;  Keilantiq 

i  And  51  PARK  STREET,  BRISTOL  (Tel.  28016)  &  7.  8  &  9  QUIET  STREET.  BATH  (Tel.  63176)  j 
|  j 
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GOLD  MOUNTED 
OVAL  SNUFF  BOX 
MEISSEN  CIRCA  1750 


ASPREY  &  CO.  LTD  •  165/9  NEW  BOND  STREET  •  LONDON  W.1  •  TEL:  HYDE  PARK  6767 


By  Appointment  to 
H.M.  The  Queen 
Silversmiths  & 
Jewellers 


.TV  fe 

«     ^  .  1  p. 

V,  ;  :?  K  1 


//'■iV'ISBHI 


SPECIALIST  IN 
EUROPEAN 
PERIOD  CARPETS 


AUBUSSON 

SAVONNERIE 
NEEDLEPOINT 


CATAN 

129,  Av.  des  Champs-Elysees 

PARIS 


PHONE  BAL  41-71 


Rare  17th  Century  Peruvian  carpet 
with  a  red  and  black,  design  of  birds 
and  flowers  on  a  beige  ground. 
310  x  330  cm. 


DENYS  WREY  Ltd.    45  SLOANE  STREET    LONDON  S.W.I 


Members  of  The  British  Antique  Dealers  Association 


Telephone:  BELgravia  1813  14 


Period  Furniture 
Works  of  Art 
Expert  Restoration 
of  Antiques 


A  fine  pair  of  waxed  beech- 
wood  Louis  XV  chairs  of 
extremely  elegant  design  and 
attractive  colour 


WE  ARE  ALWAYS  ANXIOUS 
TO  BUY  FINE  ENGLISH 
ANTIQUE  FURNITURE 


The  Connoisseur,  April,  1965 
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Antique  Silver 


\  Established  1912 


N.  BLOOM  &  SON 


4>0 Albemarle  Street  Piccadilly  •London  W'l'       Matftuir  5060 


TWO  IMPORTANT  GEORGE  II  IRISH  GOLD  FREEDOM  BOXES 

of  fine  quality  and  in  mint  condition  with  superb  contemporary  engraving  -  hall  marked  on  bases,  sides  and  covers 


i  "/ 


date  1754,  by  William  Currie,  Dublin.  Diameter  2  95  in.  Weight  4 - 65  oz.    The  cover  engraved  with  the  arms  of  William,  2nd  Earl  of  Bessborough  (1704-1793)  impaling 
those  of  his  wife.  Lady  Caroline  Cavendish,  whom  he  married  in  1739;  and  the  base  with  the  arms  of  the  City  of  Dublin 


Date  circa  1755  by  William  Currie,  Dublin.  Diameter  2  8  in.  Weight  4-3  oz.  The  cover  engraved  with  the  arms  of  Lionel,  Duke 
of  Dorset  (1687-1765)  Lord-Lieutenant  of  Ireland  1730-1737  and  1751-1755;  and  the  base  with  the  arms  of  the  City  of  Waterford 


Lovers  of  beautiful  things  find 
Maples  Antique  Galleries  both  fascinating  and  rewarding. 
A  remarkable  collection  of  Antiques  of  every 
description  is  to  be  found  here-in  fact,  one  of  the 
most  comprehensive  selections  in  London. 


Valuation  for  Insurance  and  Probate 

MAPLE  &  CO.  LTD. 

Member  of  the  British  Antique  Dealers  Assoc.  Ltd. 

TOTTENHAM  COURT  ROAD,  LONDON,  W.I.    TEL:  EUS  7OOO 


WILLIAM  WALTER  (Antiques)  LTD. 

CHANCERY  HOUSE,  CHANCERY  LANE,  AND  LONDON  SILVER  VAULTS  W.C.2 


Telegrams:  Walter  Silvavults  London,  W.C.2 


Telephone:  Chancery  3248/49 


1-  ine  George  III  antique  silver 
tea  and  coffee  service. 
Date  1802-3 
by  Peter,  Ann  and  William  batehan 


ANTIQUE  SILVER 
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iliHorccstcr  ^Porcelain 


Robert  Hancock.  A  very  rare  and  important  Worcester  vase 
transfer  printed  with  an  equestrian  portrait  of  King  George 
II  with  Trophies  of  Arms  below.  Signed  'R.  H.  Worcester'. 
The  sides  with  chinoiserie  scrolls  and  figures  enclosing 
vignettes.  Height  11  in.  circa  1757.  Brilliant  quality  and 
condition. 


38  SOUTH  STREET 


EASTBOURNE 


Telephone :  Eastbourne  780    Cables:  Antiquity,  Eastbourne 
Members  of  the  British  Antique  Dealers'  Association  Ltd. 
Open  all  day  on  Saturdays      Colour  transparencies  available 


FINE  FIRN1TIRE  CARPETS 
PAINTING?  PORCELAIN 
WORKS  OF  ART 


.-1  highly  important  SL'ITE  of  Louis  XI  I  furniture 
stamped  J.  B.  LE LARGE,  upholstered  in  BEAL'l'AIS 
tapestry.  Consisting  of  6  armchairs.  4  side  chairs 
and  a  PAIR  OF  SETTEES.    (Would  separate  suite) 

HOWARD 

(ANTIQUE?)  LBHTED 

36  NEW  BOND  STREET      Telephone:  Mayfair  488  1 
8  DA  VIES  STREET     BERKELEY  SQUARE     LONDON  W.l 

Telephone:  Mayfair  2628  Cables:  Howtique.  London 


Toscana  -  secolo  XV 


Beniamino  Fontanel 

tntiques 


1,  VIA  ROVELLO 


MILAN.  ITALY 
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1  NEWMAN  LTD 

•I  lishcil  1870  Members  of  The  British  Antique  Dealers'  Association  Ltd. 

43a  Duke  Street,  St.  James's 
ind  1/3  Ryder  Street,  London,  S.W.  1 

Telephone:  WHltehall  6068/9 
Telegraphic  Address:  MEWPIC,  PICCY,  LONDON 


'Beg!' 

by  DAVID  DE  NOTER  (signed) 
Canvas  size:  31  £  /  26  inches  (80  x  66  cm.) 
Framed  size:  37  x  31  £  inches  (94  x  80  cm.  ) 
Collection:  Colonel  Charles  E.  Hartley 


'Sheep  on  a  Cliff  Top' 
by  EUGENE  VERBOECKHOVEN,  1868  (signed  and  dated) 
Canvas  size:  29  x  43.J  inches  (74  x  110  cm.)  Framed  size:  35  x  49$  inches  (89  x  125  cm.) 


gagsjrgrgrgGigrgrgrgrgrgg^ 

IS 


A  most  unusual  crystal  and  ormolu,  Louis  XVI,  sixteen-light  chan- 
delier of  excellent  quality  and  attractive  form.  French,  late  1 8th 
century.  Height  :  53  in.  (135  cm.) 


BBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBBiaBBBBBBBBBBBBBB 


French  furniture 
and  Sculpture 


Garden  statuary 
and  furniture 


MALLETT 

_  "at 

Bourdon  house 

2  DAVIES  STREET   •    BERKELEY  SQUARE    •  LONDON 

ENGLISH  FURNITURE — 40  NEW  BOND  STREET,  W.I 


W.I 


Telephone:  MAYFAIR  2444/5 


Telegrams:  MALETHOUS  LONDON 


.4/7  Italian  landscape  by  Isaac  de  Moucheron  (1667  -  1744) 
canvas  -  17  <  22  in.  signed  with  initials 


At  the  Blacksmith's  and  Homewards 
-a  pair -on  millboard  8  x  11  in. 
by  Henry  Aiken,  Senior  (1784-1851). 


both  signed 


21  King  Street 


(The  Bury  Art  Galleries) 
St.  James's      London  S.W  .1 


jfint  ^tainting*  &  Bratomg* 

Telephone:  Whitehall  9245 
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4  pan  of  superb  Jaded  mahogany  cabine*,  having  a  finely  carved  shell  cartouche  in  Un* 
the  top  pan  rith  paterae  and  mouldings,  the  cupboards  below  wnh  apphed  oval 
panels  also  in  lime  wood. 
Br  John  Linnell,  circa  1770.  See  'English  Cabinets  So.  ,1,  published  by  the  Victoria 

and  Albert  Museum. 
Width:  34I  in.  Depth:  18  in.  Max.  height:  79  in. 


i 


1  LmncTl 


Y  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MAKY 


MALLETT 


MALLETT  &  SON  (ANTIQUES)  LTD.  40  NEW  BOND  STREET.  LONDON,  W.1 
TELEPHONE  GR  OS  YEN  OR  7411  (5  LINES) 
AND  AT  BOURDON  HOUSE.  2  DAV1ES  STREET.  LONDON  W.I 


Set  of  three  silver  caddies  in  sharkskin  case  London  1768 
by  Pierre  Gillios      42  ounces      The  case,  9  5  in.  long  5  in.  high 

H.  S.  WELLBY 

Antique  English  and  Continental  Silver 

16c  Grafton  Street,  W.i 


Member  of  the  B.A.D.A.  Ltd. 


Telephone:  Hyde  Park  1^97 


FLORENCE  TACCANI 

ANTIQUES 


Armadio  delle  Fiandre    Secolo  XVI 

24,  VIA  S.  SPIRITO,  MILAN 


CHARLES  WOOLLETT  &  SON 

(Member*  of  The  B.A.D.A.  Ltd.) 


Fine  Antique  marquelerie 
Grandfathers  Clock 
Maker  Benjamin  Merriman 
of  London.  Freeman  of  J 
Clockmakers'  Coy. 
1682/1734. 

Height  without  finials 
7  ft.  10  in. 


59/61  WIGMORE  ST. 
LONDON,  W.I 

Phone:  Welbeck  8664 
Established  1889 


IJTSURE** 


3 

i 


IHHItngate  &John$tonlJtcl 


 Established  1813  

Head  office : 

39/45  FINSBURY  SQUARE,  LONDON,  E.C.z 
also  at: 

LIVERPOOL-MANCHESTER-SOUTHAMPTON 
BELFAST  -  PARIS  -  NEWCASTLE  -  GLASGOW 
TORONTO  -  NEW  YORK  -  MONTREAL  -  LEEDS 
LEICESTER 


CONNECTING  WITH  A  NETWORK  OE  RELIABLE  AGENTS  OVERSEAS 
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OSCAR   AND   PETER  JOHNSON  LIMITED 

I  EXHIBITION 

THE  PAINTERS  OF  THE  NORWICH  SCHOOL 

5th  May  -  2ist  May 


Watcrcolour    View  oj  Heidelberg 

J.  S.  COTMAN 

This  drawing  has  a  great  connection  with  Turner  and  Cozens, 
showing  Heidelberg  in  the  distance  with  a  misty  atmosphere 

Exhibited:  Birmingham  1932 
Collections:  Walter  Turner  Esq. 

E.  Peter  |ones  Esq. 


LOWNDES  LODGE  GALLERY 
CADOGAN  PLACE,  LONDON,  S.W.i 


Telephone:  BELgravia  6464-5 


Cables:  ARTCOS,  LONDON,  S.W. 

XIX 


Oriental  works  of  art 
Tapestries,  Carpets 


GOTHIC  PANEL 
BRUSSELS 

Circa  1500 


6  ft.  7  in.  high 

7  ft.  8  in.  wide 
(200  x  234  cm.) 


V.   and   C.   STERNBERG    37  SOUTH  AUDLEY  STREET,  LONDON  W.I 


Members  of  The  British  Antique  Deafer;'  Association  Ltd. 


Telephone:  HYDe  Park  1228    Cables:  Yaky,  London  W.I 


HENRY  SPENCER 


&  SONS 


ESTABLISHED  1840 

Eric  C.  Spencer,  C.B.E.,  M.A.  (Cantab.),  F.R.I.C.S.,  F.A.I. 
Rupert  W.  Spencer,  M.A.  (Cantab.),  F.A.I. 
H.  Michael  Spencer,  F.R.I. C.S.,  F.A.I. 
L.  M.  Seymour.    W.  E.  Peck,  F.A.I.    Harry  C.  P.  Spencer,  A.A.I. 

of  RETFORD,  Nottinghamshire 

Sales  by  Auction 
of  the  Contents  of  Mansions  and  Country  Houses 

Sales  of  Landed  Estates  and  Properties 

RETFORD  SALEROOMS 

THURSDAY  and  FRIDAY  8th  and  9th  APRIL 
XVIII  and  XIX  CENTURY  FURNITURE 
Paintings,  Silver,  Works  of  Art 

Illustrated  Catalogues  2/6d. 
20  The  Square,  RETFORD,  Notts. 

Telephone  2  c  j  1-4 

And  at  SHEFFIELD,  WORKSOP, 
SCUNTHORPE,  BRIGG  and  WINTERTON 

VALUATIONS  FOR  ALL  PURPOSES 


i 


THE  1965 


MIDLAND 
ANTIQUE 
DEALERS 
FAIR 


PATRON :  THE  RT.  HON.  LORD  LEIGH  T.D. 

TUESDAY  27th  APRIL 

to 

SATURDAY  1st  MAY 
11.0  a.m.  to  9.30  p.m.  daily 

at 

SOLIHULL 
CIVIC  HALL 
WARWICKSHIRE 

Official  opening  on  Tuesday  27th  April  at  2-15  p.m. 
by 

LADY  MONTAGU  OF  BEAULIEU 

Every  exhibit  for  sale  Admission  3/6 
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Telephone:  MA  Yfuir  6261  &  6262    Telegrams:  inland.  'Euclase,  Wesdo.  l-ondon  ;  oversea*.  'Euclase,  London,  W  T 


English  -  Last  quarter  of  the  Eighteenth  Century 
e  Sheraton  Secretaire  Bookcase  in  figured  and  faded  mahogany 
Dimensions:  Width  2  ft.  7  in.     Height  4  ft.  11  in.     Depth  1  ft.  8  in. 


We  acquire  through  enterprise  with  discrimination 


We  restore  through  expertise  to  perfection 


We  exhib 


W.  3£L  Harbep  &  Co.  (&nttnue*)  UttL 


tfint  Antique 
jftirmture 


Superb  quality  Chippendale  mahogany 
kneehole  desk 

Width  36  in.    Depth  201  in.    Height  30  in. 


Members  of  the  British  Antique  Dealers'  Association  Ltd. 

69  CHALK  FARM  ROAD,  LONDON  N.W.1        Tel:  GULIiver  1504        Cables:  Anticharco,  London 


MARTIN  &  Co.  Ltd.  of  CHELTENHAM 

GOLDSMITHS  AND  SILVERSMITHS  SINCE  1806 


Pair  of  George  III  silver  chamber  Pair  of  George  II  silver  salts  George  III  silver  hot  water  jug 

candlesticks  1765  by  Wm.  Cafe  1747  by  George  Wicks  1873  by  John  Schofield 


Promenade  CHELTENHAM  Telephone  22821 
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WILLIAM   CLAYTON  LTD. 

FINE  CHINESE  JADE  CARVINGS,  PORCELAIN  AND  ORIENTAL  WORKS  OF  ART 


An  exceptionally  fine  translucent  White  Jade  Table  Screen,  carved  in  bold  relief  with  two 
Sages  and  an  attendant  in  a  rocky  landscape  with  pine  trees  and  a  temple,  the  reverse  side 

with  two  birds  in  flight,  etc. 

Length  9A  inches,  height  8|  inches  without  wood  stand. 

End  of  Ch'ien  Lung  period  A.D.  1736— 179c. 

A  specimen  from  our  large  and  choice  selection  of  period  Jade  carvings. 


38  BURY  STREET,  ST.  JAMES'S,  LONDON,  S.W.I 


TELEGRAMS:  WILCLAYTON,  LONDON 


WHITEHALL  1173 
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QUINNEYS  ltd 


WALTER  NEEDHAM 


Very  fine  late  17th  Century  MARQUETRY  Cabinet 
with  fall  front  and  fitted  interior 

44  in.  x  20!  in.  x  65  in.  high 

Original  handles,  etc.  In  excellent  condition 


Charles  I  Galleries  and  St.  Michael's  Rectory 
49-61  BRIDGE  STREET  ROW,  CHESTER 

Telephone:  Chester  22836  and  23632 
Cable  Address:  'Needinc',  Chester 


BRACHER 

& 

SYDENHAM 

(Members  of  the  British  Antique  Dealers'  Association  Ltd.) 


A  Fine  Pair  of  George  II  Candlesticks 
Made  in  London  in  1743  by  John  Pollack 
Height:  7  in.  Weight  27  oz.  7  dwt. 


QUEEN  VICTORIA  STREET 
READING,  BERKSHIRE 


Telephone:  53724 


Established:  1790 
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RENAISSANCE  SCULPTURE 
FROM  THE 

COLLECTION  of  PRINCE  NICOLAS 
OF  RUMANIA 

& 

FAIENCE   of  the    15th  &  1 6th 
CENTURIES 


Putto  riding  a  fabulous  animal 
Bronze     Height  24  cm. 
Arendt  van  Bolten 
Active  first  half  17th  Century 


Cyril  Humphris  Ltd. 

23  OLD  BOND  STREET,  LONDON  W,  1 
MAYfair  6240 


defines  a  whole  world 
of  modern  art  for 
the  art  lover,  and  all 


who  advise  on,  sell, 
collect  or  invest  in  the 

works  of  modern 
artists  in  every  medium 

■ 

studio  international 

Available  from  good  booksellers  6/-  per  issue 

Annual  subscription  £3-1 2-0  post  free  from  the  Subscription  Dept., 
Belgrave  Library.  22  Armoury  Way,  London,  S.W.1 8 


MARTA  SAMPSON 

183b  KINGS  ROAD,  CHELSEA, 
LONDON  S.W.3 

FLAxman  5522 


Antiques  and  Interior  Decorating 


A  most  important  Chippendale  breakfront 
Mahogany  bookcase.  Circa  l  760. 

Height:  100  in.  Width:  65  in.  Depth:  22  in. 
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Chemin  de  Halage  a  Pontoise  by  Camille  P1SSARRO    Signed  and  dated  1882    28f  x  23|  inches 

Illustrated:  Venturi  Pissano  Number  569 


///  <///  American  private  collection 


m 


D  M.  tr  V. 


Members  of  The  British  Antique  Dealers'  Association  Ltd. 
and  Art  and  Antique  Dealers"  League  of  America 

LONDON 

69  Upper  Berkeley  Street,  Portman  Square,  W.l 

Telephone:  PADdington  6595    Cables:  Vivantique,  London  W.l 

NEW  YORK 

46  East  57th  Street,  New  York  22,  N.Y. 

Cables:  \  ivantique,  New  York 


BRISTOL  DELFT  DATED  1741 

Very  rare  large  dish,  decorated  in  brilliant  poly- 
chrome with  painting  of  Adam  and  Eve.  The  blue 
border  has  panels  of  green  and  red,  the  tree-trunk 
is  blue  with  green  foliage,  and  the  red-spotted  yellow 
serpent  holds  a  yellow  apple.  The  initials  'S.B.E.' 
and  date  '1741'  are  in  a  panel  at  the  top.  Note  size: 
12|  in.  diameter. 

(A  similar  dish  with  identical  initials  and  date  is  in 
the  Victoria  and  Albert  Museum.) 


GREGORY  &  CO. 

(BRUTON  STREET)  LTD.  ESTABLISHED  1823 

Telephones:  Mayfair  2608/9/0,  2066 


27  BRUTON  ST.,  BERKELEY  SQUARE 
LONDON,  W.l 

Telegrams:  Gregco,  Wesdo  London 


ANTIQUES 
FURNITURE 
U  P  HO  L  S  T  E  RY 
CURTAINS 
C  A  R  P  E  T  S 
C  HANDEL  I  E  R  S 


DESIGNS  &  SCHEMES 
BOARD  ROOMS 
DIRECTORS'  SUITES 
DECORA T IONS 
ELECTRICAL  WORKS 
H  E   A  TING 


VALUATIONS 


A  rare  Queen  Anne  walnut  table,  with  a  quartered  top  on 
cabriole  legs  and  pad  feet  and  a  bonnet  drawer. 
Good  colour  and  fieurin? 
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Antique  Silver... 


H  Y    \  JM'UlN  I  Ml  N  1    I  O 
HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  &  CROWN  JEWELLERS 
GARRARD  &  CO.  LTD.,  LONDON 


by  GARRARD 


Antique  silver  Porringer, 

height  3 1  inches,  diameter  31  inches, 
engraved  with  contemporary  initials  and 
date. 

Date:  Charles  II 1676 
Maker:  T.L. 


Antique  Silver  Porringer 
with  Cover, 

height  7  inches,  diameter  S  \  inches 
Date:  Charles  II  1675 
Maker:  F.  S.  (Jackson  2nd  edition 
page  1 1 0) 


Antique  silver  Porringer, 

height  3i  inches,  diameter  3|  inches, 
engraved  with  contemporary  armorials. 
Date:  Charles  II  1678 
Maker:  J.  Sutton  (probably). 


These  Porringers  are  part  of  the  wide  range  of  antique  silver 
always  to  be  found  at  Garrard. 

GARRARD  The  Crown  Jewellers 


112     REGENT     STREET     W1     •     REGENT  7020 


XXXI 


I 

LEONARD  KOETSER  GALLERV 

SPRING 
EXHIBITION 

of  fine  | 

DUTCH,  FLEMISH  AND  ITALIAN 
OLD  MASTER  PAINTINGS 

ist  April  to  31st  May 

Daily  10  a.m.  -  6  p.m.     Saturdays  10  a.m.  -  1  p.m. 

Salomon  van  Riiysdael  Aert  van  der  Neer  Cornells  de  Heem 

Jacob  van  Kuysdael  Jan  van  Goyen  David  Vinckeboons 

Philips  Wouwermans  David  Teniers  Johannes  Lingelbach 

Jan  Brueghel  de  Velours  Paul  Brill  Giov.  Do/77.  Tiepolo 

Lucas  van  Valkenburcj  Clara  Teeters  B.  van  der  Ast  etc. 

Landscapes,  Riverscenes,  Winterscenes,  etc. 

Illustrated  catalogues  4s.  6d.  post  Jrcc 

13  Duke  Street,  St.  James's,  London  S.W.i 

Telephone:  WHItehall  9348/9 
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Signed  and  dated  1645 
Provenance:  Collections:  R.  Neville,  Esq. 

Illustrated  Catalogues  4/6  each  Ml  paintings  are  for  sale 

13  Duke  Street,  St.  James's,  London  S.W.i 

Telephone:  WHItehall  9348/9 
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Oil  32  X  27J  inches 


R.  MADRAZO 

J.  N.  BARTFIELD  GALLERIES 

American,  European  and  Canadian  works  of  art 
bought  and  sold 

45  West  57th  Street 
New  York  City  19,  N.Y.  Tel:  PLAZA  3-1830 


TROSBY 

GALLERIES 


AUCTIONEERS 

OF  PALM  BEACH,  FLORIDA 
NOW  ACCEPTING  CONSIGNMENTS 

FOR  THE 

1965-'66  AUCTION  SEASON 

-  •  

EXPERT 
APPRAISAL  SERVICE  ON 
ART  &  PERIOD  FURNISHINGS 


OUR  COMMISSION  CHARGE  ON  ALL 
MAJOR  COLLECTIONS  IS  EXACTLY 
TEN  (10)  PERCENT 


For  Appointment  Please  Write 

TROSBY 

INC. 

APPRAISAL  DEPARTMENT 
211  ROYAL  POINCIANA  WAY,  PALM  BEACH,  FLA. 
CABLE  TROSART 
Telephone  (Area  Code  305)  833-1650  and  833-4101 

MILTON  E.  FRESHMAN.  President 


Vff?M 


BESHIR  GALLERIES 

Karekin  Beshir 

699  MADISON  AVENUE,  NEW  YORK  21,  N.Y. 


(between  62nd  and  63rd  Streets) 


RARE   COLLECTION   OF  ANTIQUE  PERSIAN, 
TURKISH,  CHINESE  and  SPANISH  RUGS 


MARY 
CASSATT 


Pastel 
19  X  13  inches 


Signed  and 
inscribed 
lower  left: 
To  Nancy  1900 


Pencil  sketches 
■  on  back  of  panel 


REYN  GALLERY 

740  Madison  Ave.,  at  64th  St. 
New  York  21,  N.Y.         YUkon  8-3861 
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OMAS  LUMLEY  lt 


3  BURY  STREET,  ST.  JAMES'S 

LONDON,      S.W.I     WHITEHALL  4732 


OLERS 

BY  DIGBY  SCOTT  AND  BENJAMIN  SMITH 
LONDON  1806 


Nicolas  de  LARGILLIERE  (I  656-1746).     Portrait  of  Anne  Louis,  Comte  de  Richebourg, 

owner  of  the  castle  and  state  of  Richebourg  in  Burgundy.    Painted  in  1734. 
Canvas.    Height:  2  ft.  8  in.    Width:  2  ft.  I  in. 


MASTER  PAINTINGS  and  DRAWINGS 

OF  THE  XVIIIth  CENTURY 

CAILLEUX 

136,  FAUBOURG  SAINT-HONORE — Tel:  359-  25  •  24 

PARIS 


An  Adam  Period  carved  Pinewood 
Chimneypiece  of  superb  quality 


m,,**,*.,*..,*.*.,,.  *  n.i  nn  '  I" 


- 


Hp.lllllllllltlllllltlltItlM»ilI>iMJIIlil 


JLUJ  'inn 


Length  of  shelf 
Total  height 
Opening  width 
Opening  height 


6'  2i" 
4  I 

3'  10" 


T.  CROWTHER  &  SON 

(T.  CROWTHER  &  SON  LTD) 

282  NORTH  END  ROAD,  FULHAM 
LONDON,  S.W.6 
Telephone:  FULham  1  37 5-7 

(Please  Note:  Ife  c/ose  i  p.m.  Saturdays) 


r  r  t  r 


Antique  Ghiordes,  end  of  17th  Century,  size:  5  ft.  8  in.  X  4  ft.  4  in. 
Now  in  the  collection  of  Mr.  and  Mrs.  Rubinacci  of  Buenos  Aires 

P  e  r  e  z 

112  &  168  BROMPTON  ROAD, 
LONDON  S.W.3 

Telephone  -  KENsington  4411  (4  lines) 
Telegraphic  Address  XARPEREZET" 

also  PARK  STREET,  BRISTOL 
and  AMSTERDAM 

The  permanent  Exhibition  Rooms  at  112  Brompton  Road  feature  a  large 
selection  of  Antique  and   Old  Oriental  Carpets  and   Rugs,  Tapestries, 
Aubussons,  Savonneries  and  Needleworks. 

Wall  to  wall  carpeting  and  Broadlooms  in  exclusive  plain  colours  are  available 
at  168  Brompton  Road. 

Perez  (Contracts)  Ltd.  will  attend  to  enquiries  from  the  trade. 


GENEVIEVE  AYMONIER 
PARIS 


Old  Master  Drawings 


13  RUE  DES  SAINTS-PERES,  6c  Tel.  222.26.61 


FRANCESCO  CAPUTO 

ARGEN7ERIA  d'ARTE 
Candelabri  in  stile 
2,  VIA  C.    BALBO    MILAN",  ITALY 


Candelabro  in  stile  Settecento  veneziano 
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BROADWAY 
ART  GALLERY 

Broadway,  Worcestershire 

(Telephone:  3237) 

An  exhibition 
of  paintings 

by 

RICARDO  MACARRON 

April  10th    May  2nd 
Daily  10  7    Sundays  2  -7 

Arlequin  en  azul 


Members  of  The  British 
Antique  Dealers'  Association  Ltd. 


Open  all  day  on  Saturdays 


Late  Sheraton 
pedestal  desk 
in  mahogany 


BIGGS 


of 


MAIDENHEAD 


I  S  I  Mil  IM  II  I  )  ISM, 


Six  showrooms  of 
antique  furniture  and  silver 
besides  modern  departments 


Height  2  ft.  7  in. 
Width  4  ft.  II  in. 
Depth  2  ft.  ioJ  in. 


26,  28,  30.  32  HIGH  STREET 


MAIDENHEAD 


BERKSHIRE 


TEL.  (3  LINES)  22923.  26363/4 


XXXIX 


in 


SIMON  KAYE  LTD 
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Set  of  four 
George  III 
Candlesticks 
Date  1793 


Height  12  in. 
^"idth  5  A  in. 

Town  Sheffield 

Maker 
J.  Parsons 


1b  ALBEMARLE  ST      PICCADILLY       LONDON  W.l 

Telephone:  hyde  park  7658  and  5152 


□ 
□ 

□ 


□ 
□ 

_ 

□ 
_ 
□ 
□ 
□ 
□ 
□ 
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Double  rhombic 
aluminium 
height  3  ft.  6  in. 
1964 


april 

matthew  FRERE-SMITH  sculpture 

and 

evelyn  STREET  paintings 

drian  galleries 


5-7  porchester  place  marble  arch 
agents  for  Burt,  Lacasse,  Portway 


london  W2     pad  9473 


SABIN 

GALLERIES 

4  Cork  St.,  Boud  St. 
REGent  6186 


Specialists  in 
English  18th  Centurv 
paintings  and  drawings 


THE  TRYOX  GALLERY  LTD 

41-2  DOVER  STREET,  LONDON,  W.l     HYDE  PARK  5161 

Sporting  and  Natural  History  pictures 


GRABOWSKI  GALLERY 

84  Sloane  Avenue    London  SW3    KEN  1868 
JANINA  BARANOWSKA  TELFER  STOKES 

paintings  Open  daily  10-6 


BROADWAY  ART  GALLERY,  Broadway.  Worcs. 

Telephone  Broadway  3237 

Impressionist  and  20th  Century  Paintings 
SPANISH  MASTERS 


OMELL  GALLERIES 

22  BURY  STREET  ST.  JAMES'S 
LONDON  S.W.  I  TRA  4274 

FINE  CONTEMPORARY  and  I9ch  CENTURY  PAINTINGS 
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O'HANA  GALLERY 

13    CARLOS   PLACE   GROSVENOR   SQUARE   LONDON    W.  1     GROsvenor  1562 


Les  Poms  de  Land  res  GARBELL 


4th  March  -  22nd  May 

EXHIBITION  OF  CONTEMPORARY  PAINTINGS  AND  SCULPTURE 


THE 

LEFEVRE  GALLERY 

XIX  and  XX  CENTURY 
FRENCH  PAINTINGS 

30  BRUTON  STREET 
LONDON  W1 


CAMILLE  PISSARRO  Telephone:  Mayfair  2250 

Chaumiere  a  Rerneval-le-Grand    1 900 

Oil  2I1  x  255  inches  Telegrams:  Drawings,  London,  W.I 


XLI 


THE  BRITISH 
ANTIQUE  DEALERS' 
ASSOCIATION 


Membership  of  the  British  Antique  Dealers' Association,  founded  in  191 8,  is  confined  to  individuals  and  firms  ot  established  probity 
who  must  command  expert  knowledge  in  the  fields  in  which  they  deal. 

The  B.A.D.A.  exists  to  safeguard  the  integrity  of  antique  dealing  in  Britain  and  an  international  trade  forecasted  to  be 
worth  .£60,000,000  in  1965  to  this  country. 

One  of  the  Association's  valued  public  functions  is  to  act  as  the  official  authority  for  the  Governments  of  Australia,  the  Bahamas 
Islands,  Canada,  the^Republic  of  Ireland,  Jamaica,  the  Lebanon,  New  Zealand  and  South  Africa  in  certifying  exports  from 
Britain  as  properly  recognised  antiques.  These  items,  certified  by  a  special  panel  of  experts  in  the  Association  to  be  antique  and 
substantially  as  originally  made,  are  then  free  of  import  duty  to  these  countries. 

In  1964, 1,582  consignments  totalling  31,991  items  were  examined  by  the  B.A.D.A.  for  certification. 

Individual  antiques  certified  in  recent  years  have  ranged  from  modest  pieces  of  Victoriana  to  an  antique  diamond  necklace  worth 

£78,000. 

20  RUTLAND  GATE,    LONDON,  S.W.7 
KENSINGTON  4128  &  2102 
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e  classicism  and  dignity  of  Empire  are  nobly  evoked  in  this 
.agnificent  bedroom.  An  Egyptian  sphinx.  Grecian  caryatids. 
the  festoons  and  laurel  wreaths  of  great  victories.  All  these 
lStinctive  motifs,  celebrating  an  era  of  glory,  come  alive  again 
i  a  setting  worthy  of  those  noble  in  spirit  today.  Exemplifying 

all,  a  fine  French  Empire  Commode,  stamped  with  the  mark 


of  Francois-Honore  Jacob.  The  entire  room  designed  by  our 
Decorating  Department,  expert  in  recreating  any  period  with 
uncommon  skill  and  authenticity.   

FRENCH       COMPANY  inc. 

9T8  MADISON  AVENUE,  NEW  YORK,  N.Y. 


Imperial 

bedchamber 


Winner  cf  the  regatta  by  A.  LONCHI 
Venice,  18th  Century.  42A  X  37 J  inches 

ALESSANDRO  ORSI 

ANTIQUES 

14  VIA  BAGUTTA  MILAN  (ITALY) 


DUITS 


LTD 


Finest  examples 
of 

iyth  century  Dutch  Masters 


6  DUKE  STREET 

ST.   JAMES'S,  LONDON,  S.W.i 

Telephone:  W  hitehall  7440 


BENJAMIN  NYMAN,  F.R.S.A. 

has  pleasure  in  announcing  extension  of  business  a! 

BROMPTON  GALLERIES 

172  BROMPTON  ROAD,  LONDON  S.W.3    Telephone:  Knightsbridge  5964 

Fine  quality  18th  and  early  19th  Century  English  and  French  Furniture 
Porcelain,  Glass,  Pictures,  Chandeliers,  Bronzes,  etc. 
Specialities:  Fine  Dinner  and  Dessert  Services 
Porcelain  Plaques  of  Derby,  Worcester,  Rockingham,  Spode,  etc. 
Enamel  Plaques  by  Henry  Bone 


WE  ALSO  WISH  TO  ACQUIRE  AND  ARE  WORLD  RENOWNED  FOR 
MINTONS  PATE-SUR-PATE  AND  WEBB  CAMEO  GLASS 
Write  or  phone    prompt  personal  attention 


Incorporating  C.  L.  NYMAN  &  CO.  LTD.,  230  CAMDEN  HIGH  STREET,  LONDON  N.W.I 

Telephone:  Gulliver  1907  Established  50  years 
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Attractive  George  HI  antique  silver  Tea  and  Coffee  Service 


HMUBSOLE 


LIMITED 


Antique  English  Silver 


Old  Sheffield  Plate 


LONDON  43  MUSEUM  STREET  W.C.I.  HOLBORN  2712 
NEW  YORK  104  EAST  57th  STREET  PLAZA  3-8920 
Member  of  The  British  Antique  Dealers'  Association,  Ltd.  Member  of  The  New  York  Antiques  and  Art  Dealers  Association,  Inc. 


1 8th  Century  canvas  screen  painted  in 
the  classical  style,  attributed  to 
ANGELICA  KAUFFMANN 

Frame  in  black  with  gilt  decoration 
in  the  Chinese  taste 

Each  panel, 
27  inches  wide  by  7  feet  high 


EDWARD  GARRATT 


Second  Floor 

ANTIQUES 


INCORPORATED 
136  EAST  57th  STREET 
NEW  YORK 


Plaza  5-6807 

INTERIORS 


MAGNIFICENT  GEORGIAN  SILVER  EPERGNE 

ON  OVAL  FIERCED  FESTOON  DECORATED  STAND 

WITH  CLAW  AND  LEAF  LEGS 
OVAL  BOAT-SHAPED  CENTRE  BOWL  13  in.  x  5|  in. 

4  OVAL  AND  4  ROUND  SIDE  DISHES 
ALL  BOWLS  HAND-PIERCED  AT  TOP  AND  FLUTED 
Overall  Length  21 J  in.,  Width  16  in.,  Height  I6J  in.  Length  over  feet  bases: 
WEIGHT:  90  oz.  14  dwt. 
LONDON  1787      MAKER:  THOMAS  POWELL 


I  107  Broadway,  New  York,  N.Y.  10010    Chelsea  3858 


A  fine  Waterford  chandelier 

CHARLES  J.  WINSTON  sr.  Co.  inc. 

41  East  53rd  Street 
New  York  22  N.Y. 
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BRIAN  KOETSER 
GALLERY 


wishes  to  announce  the  forthcominj 


SPRING  EXHIBITION 


OF 


OLD  MASTER  PAINTINGS 


OF  THE 


DUTCH,  FLEMISH,  ITALIAN  AND 
FRENCH  SCHOOLS 


3rd  May  -  2nd  July 

Weekdays  10-6  Saturdays  9.30-1 


38  Duke  Street,  St.  James's,  London,  SWi 

Whitehall  6309 
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The  Connoisseur  Register  Advertisements 


GALLERIES 

Dunning's  Antiques.  1 0,000  sq.  feet  showrooms  only  20  miles  north  of 
London.  Regularly  supply  over  400  Antique  Dealers,  Decorators  and 
Departmental  Stores.  Unusual  decoration  for  Restaurants.  Antiques 
hired  to  Television  and  Film  Studios.  58  Holywell  Hill,  ST.  ALBANS 
51065. 

Haddonfield.  New  Jersey:  Sanski  Gallery,  50  Tanner  Village.  Fine 
early  American  and  European  paintings,  drawings  and  sculpture  bought, 
sold,  restored. 

WANTED 

Garrard  The  Crown  Jewellers  offer  high  prices  for  fine  silver  and  jewel- 
lery. Wholly  dependable  valuations  by  experienced  buyers  at  1 1 2  Regent 
Street,  London,  W.1 .  Regent  7020. 

Wanted:  Russian  Enamel  Pieces.  Write  A.  E.  Turcone,  298  Broadway, 
Providence,  P.. I.,  U.S.A. 

Wanted  by  Private  Collector  OLD  AMERICAN  FLAGS  (prior  to  1870). 
Write  B.  Mastai,  21  East  57th  Street,  New  York  22,  N.Y.,  U.S.A. 

Early  Scientific  Instruments  wanted. 
Phone  Bell  2000. 

Wanted:  Gold  jewelry,  art  nouveau  period,  also  Russian  jewelry. 
Satellite's,  1 721  Pine  Street,  Philadelphia  3,  Pa.,  U.S.A. 

Wanted  Antique  Wedgwood  Plaque  of  Solander.  Box  No  :  731  5. 

FOR  SALE 

Old  Prints,  unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  Ambassador  5439.  Walter  T. 
Spencer,  specialists  since  1 856,  47  Upper  Berkeley  Street,  London,  W.1 . 

For  Sale:  Collection  of  189  original  etchings  by  Ruysdael,  Ostade, 
Thomas  Wyck,  Van  Vliet,  Rembrandt,  Bega,  Hollar,  Claude,  etc.  W. 
Alexander  Wallen,  31 7  W.  Glenside  Ave.,  Glenside,  Penna.,  U.S.A. 

Antique  Maps  -  Send  for  illustrated  catalogue  stating  part  of  interest. 
P.  J.  Radford  (C),  Denmead,  Portsmouth,  Hants. 


Just  Published  1 965-66  Antiques  in  Britain'  -  the  new  yearbook  and 
magazine  combined  edited  by  Tony  Keniston.  300  pages.  Independent 
guide  to  British  Antique  Dealers ;  many  authoritative  articles  and  illustra- 
tions. £1  or  S3  from  Tony  Keniston,  5  The  Cedars,  Wendover,  Bucks. 

A  finely  carved  Old  Oak  Panelled  Room  fordisposal,  including  entrance 
door,  fireplace  surround  and  hall  robe.  Carved  (undercut)  panels  of 
exceptional  quality  illustrating  the  countryside,  wild  life,  etc.  Perfect 
condition,  medium  colour  oak  in  its  natural  state,  wax  polished.  Approx. 
22  ft.  by  20  ft.  Requested,  offer  about  £2,000  -  G.  R.  H.  Bennett,  Higher 
Stoneridge,  Disley,  Cheshire,  England. 

PROPERTY 

Antique  Business  with  excellent  living  accommodation.  Sussex  County 
Town.  Well  established  with  superior  and  titled  clientele.  Freehold  and 
Business  offered  at  realistic  price  (exclusive  of  stock)  of  £1 8,500  subject 
to  contract.  Might  consider  leasing.  Principals  likely  to  be  interested  are 
invited  communicate  with  sole  agents,  WALLROCK  &  WALLROCK, 
Guildhall  Square,  Portsmouth  23421 . 


Mr.  Frank,  Saltmarket,  Glasgow.  SITUATIONS 


MONS  &  C 


IE 


TABLEAUX  ANCIENS 


LITtrc  26-84      19  Rue  du  Chcrchc-Midi,  Paris  VIe 


Valuers.  London  firm  specialising  in  the  valuation  of  domestic  chattels 
has  vacancies  for  gentlemen  with  good  recent  experience  in  this  field. 
Ability  to  travel  essential,  coupled  with  expert  knowledge  of  antique 
furniture,  silver  and  ceramics,  etc.  Write  Box  No  :  731 3. 

MISCELLANEOUS 

Jolly's  Auction  Rooms,  Old  King  Street,  Bath,  Somerset.  New  pur- 
pose built  rooms  -  5,500  sq.  ft.  Frequent  Pullman  service  from  London. 
Regular  fortnightly  sales.  Antique  Furniture;  Silver  and  Plate;  Pictures; 
Books  ;  Porcelains,  etc.  Telephone  Bath  3201  (4  lines). 

School  of  Design  &  Decoration.  The  next  ten-week  concentrated 
courses  start  on  1  st  October. 

The  Lecture  Course,  supervised  by  Mrs.  Michael  Inchbald,  covers  all 
aspects  of  period  and  modern  Interior  Design  with  lectures  by  experts  on 
the  history  and  appreciation  of  art,  architecture,  furniture,  silver  and 
china :  practical  sessions  and  visits  to  historic  houses  and  designers' 
studios. 

The  Drawing  Course  gives  practical  training  in  drawing  and  designing 
interior  schemes,  working  at  the  drawing  board  under  the  supervision  of 
practising  interior  designers.  Details  and  application  forms  from  Inchbald 
School  of  Design,  10  Milner  Street,  London,  S.W.3.  Knightsbridge 
4456. 

Central  Heating  Sufferer  ?  Prevent  damage  to  furniture  and  paintings 
with  Airsafer  Humidifiers.  Details  from  Maitland  Hume,  Ltd.,  2  Basil 
Street,  S.W.3. 

Register  advertisements  are  1/6  per  word,  minimum  £1  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager,  THE 
CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON.  S.W.1  (Victoria  2331.)  Addresses  or  Box  Numbers 
must  be  inserted,  and  replies  to  the  latter  should  be  clearly  marked  with 
the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept  no 
responsibility  for  any  sales  effected. 


COIN  &  MEDAL  SPECIALISTS 

Collections  and  rare  pieces  wanted 
Catalogue  of  English  Coins  l4/9d  including  postage 

A  list  of  catalogues  and  other  publications  on  request 

B.  A.  SEABY  LTD. 

65  Great  Portland  Street,  London  W.I    Telephone  LANgham  3677 


MANAGER  WANTED  for  Antique  Department  of  large 
jewellers.  It  is  proposed  to  considerably  extend  this  Depart- 
ment and  we  require  a  person  experienced  in  antique  silver, 
porcelain  and  oriental  hardstone,  etc.  Good  remuneration  for 
right  person.  Three  weeks  holiday.  Apply  in  writing  to  Man- 
aging Director.  PRESTONS  LTD.,  Dcansgate,  Bolton,  Lanes. 


CHINESE 


CALLER/ 


STONE  RUBBINGS  AND  HAND  MADE  PRINTS 

40  Great  Russell  Street,  London,  W.C.I. 

(LANGHAM  7538) 


E.  B.  SOUHAMI 

6C  Princes  Arcade 

ANTIQUE  TEXTILES 

London,  S.W.I 

TAPESTRIES 

NEEDLEWORK 

REG  7196 

CHURCH  VESTMENTS 

Domenico  Corvi     1721  -  1803 


Canvas,  zg\  X  24§  in.  (74-5  X  62  cm.) 


Old  Master  Exhibition 

30th  March  --  30th  April 

Including  works  by 

Giovanni  Antonio  Pellegrini,  Giuseppe  Rccco,  Pieter  van  Bloemcn,  Bal- 
thasar  van  der  Ast,  Viviano  Codazzi,  Cornelis  van  Poelenburgh,  Joseph 
Heinz  the  Elder,  Franciscus  Carree,  Willeni  Frederik  van  Royen,  Pieter 
van  Noort,  Alessandro  Magnasco  (attributed)  Nicolaes  Maes,  Francois 
Boucher,  Dirk  Hals,  Gillis  Claesz  de  Hondecoeter,  Jan  van  Kessel,  Jan 
Antonisz  van  Ravestcyn,  Domenico  Corvi,  Pierre  Gobcrt  and  Jacob  van 
Ruisdael. 

Gallery  Lasson 

S7  Jcrmyn  Street  London  SWi  Mayfair  6981 


Old  Master  Exhibition 

30th  March  -  30th  April 


Gallery  Lasson 

57  Jermyn  Street  London  SWi  Mayfair  6981 


an  van  Kessel     1626-  1679  Panel,  2if  X  34J  in.  (54-5  X  86-7  cm.) 


Old  Master  Exhibition 


30th  March  -  30th  April 


Gallery  Lasson 

57jermyn  Street  London  SWi  Mayfair  6981 


Gerald  Kenyon 

FINE  ART  &  ANTIQUES 

36/37  SOUTH  WILLIAM  STREET,  DUBLIN,  2 

Dublin  7394.S 

Also:    H.  Kcnvon    The  Old  Leche  House    Chester    Chester  24742 
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GEORGE  II  ANTIQUE  SILVER 


Choice  suite  of  four  two-light  Candelabra  and  four  Candlesticks 

The  four  candelabra  are  by  William  Cafe  and  William  Tuite  and  were  made  in 

London  1765-6. 

The  candlesticks  are  by  William  Cripps  and  were  made  in  London  1769.  In  size 
they  are  unique,  standing  only  14  in.  high  with  a  branch  spread  of  13  in. 
Perfect  hallmarks.  Weight  217  oz. 


We  shall  he  happy  to  answer  your  enquiries  and  to  give  you  details  of  the  Silver 


from  the  Collection  of 


LOUIS  WINE  Ed 

Fine  Art  Dealers,  Jewellers  and  Silversmiths 

31  &  32  GRAFTON  STREET,  DUBLIN 


Established  1840 


Tel:  Dublin  73865 


EDWARD  LEAR      Carrara  -  1861 


H.  W.  BUNBURY      The  Gaming  Table 


45th  Exhibition  of 

Early  English 
Watercolours 

including  representative  works  by 
William  Callow,  David  Cox,  Edward  Lear, 
Thomas  Rowlandson,  John  Varley  and  an  interesting 
Group  by  copleston  warre  bampfylde  (1720- 1 79 J) 

31st  March  -  15th  April 

The  Fine  Art  Society  Ltd 

148  NEW  BOND  STREET,  LONDON  W.l 
Mayfair  5116     Established  1 876 


PAUL  SANDBY,  R.A.      The  Timber  Wagon 


SAMUEL  PALMER     Landscape  at  Sunset 


FRANCIS  TOWNE     Brent  Bridge,  Devon  -  1810 


By  Appointment 
Antiquaries  op  Chinese  Art 

TO  THE  LATE  Queen  MARY 


By  Appointment 
Antiquaries  op  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


JOHN  SPARKS 


LIMITED 


Cljme&  Movkfi  of  &rt 


A  Chinese  porcelain  saucer  dish  (one  of  a  pair) 
decorated  in  brilliant  Famille  Verte  enamels 

K'ANG  HSI  PERIOD:  A.D.  1662-1722 
Diameter:  14|  inches 


128  MOUNT  STREET,  LONDON,  W.l 

GROsvenor  2265 


fools'  day  suffers  from  the  dearth  of  office  boys.  Time  was 
—    *  when  it  was  full  of  surprises — at  least  until  noon — for  by  custom 
the  licence  ends  strictly  at  noon  on  April  1st. 
Other  countries  choose  other  days. 

In  Mexico,  All  Fools'  Day  falls  on  December  28th  when  anything 
borrowed  need  not  be  returned. 

The  occasional  wish  to  see  someone  slip  on  a  metaphorical  banana  skin 
is  universal. 

'To  compare  great  things  with  small',  any  month  that  contains  Fools' 
Day,  Christian  Easter,  Jewish  Passover  and  the  first  brief  holiday  of  the 
year  for  townsfolk,  is  bound  to  be  memorable  and  seem  full  of  hope.  And 
great  affairs  should  be  balanced  with  small. 

There  is  a  fine  example  of  German  religious  art  at  David  Peel's — a 
South  German  1 8th  century  crucifix  in  gilt-bronze  (20  inches  high),  with 
two  angels  holding  the  instruments  of  the  Passion. 

Over  the  way,  Mann  &  Fleming's  have  an  unusually  low  coromandel 
screen  of  seven  folds  (only  5  ft.  5  in.  high)  with  landscape  panels;  large 
Chinese  characters  arc  painted  on  the  back  evidently  descriptive  of  the 
original  owner  and  his  house.  No  doubt  intended  for  a  celebration  and  the 
sentiments  meant  to  please  for  years. 

Worlds  and  worlds  stand  in  Harrington's  (at  No.  120).  One  seldom 
comes  across  a  pair  of  globes  now,  but  by  good  fortune  there  are  five 
pairs  of  varying  sizes  and  dated  from  1782.  All  on  stands,  two  are  floor  and 
three  pair  table  globes.  They  vary  in  height  from  45  to  10  inches,  diameters 
from  26  down  to  8^  inches.  A  pleasant  sight. 

One  needs  to  be  biased  about  the  Stuarts.  Stelman's  have  a  large 


enamel  portrait  miniature  (8x6  in.)  of  'Prince  Rupert' — the  most  in- 
teresting of  them  all? — by  Henry  Pierce  Bone  'Enamel  Painter  to  the  Queen 
Dowager  (Queen  Adelaide)  and  her  R.H.  the  Duchess  of  Kent.  From  the  original 
by  Vandyck  in  the  Collection  of  the  Earl  of  Craven,  Coombe  Abbey,  Warwids 
shire'.  The  young  good-looking  face  as  yet  a  map  undrawn. 

There  is  a  fine  pair  of  late  18th  century  English  cut  glass  table  candel- 
abra at  Nat  Ayer's,  each  with  five  curved  branches  (two  for  candles)  and  a 
central  spire,  with  unusually  elegant  Derby  porcelain  bases  mounted  with 
ormolu;  the  bases  white  with  delicate  gold  decoration  and  two  dark  blue 
bands  with  gilt  feathering.  2  ft.  3  in.  high  overall. 

One  can  be  impatient  with  Keats.  He  did  not  appreciate  Newton. 

All  scientific  discoveries  need  not  be  revered  but  one  can  enjoy  the  fine 
brass  astronomical  telescope  on  its  original  carved  mahogany  tripod 
stand,  now  at  Stanley  Pratt's.  Of  the  first  half  of  the  iSth  century,  it  is  one 
of  the  early  Newtonian  reflecting  telescopes.  Manoeuvre  it  into  position 
and  there  is  still  a  magic  in  being  able  to  read  a  small  label  on  a  can  in  the 
shop  opposite. 

Looking  at  some  silver  tableware,  of  Old  English  pattern  (68  pieces  of 
it)  at  A.  B.  Gilbert's,  it  was  puzzling  that  Beau  Brummell  came  to  mind. 
The  thought  tracked  down,  it  was  the  'exquisite  propriety'  ot  their  style 
(as  Lord  Byron  once  remarked  of  the  Beau's  clothes).  When  these  forks 
and  spoons  were  made  in  18 17  by  William  Ely  and  Edward  Fern,  the 
Beau  was  thirty-nine. 

Discoveries  and  pleasures,  great  or  small,  April  is  ripe  for  them.  Happy 
April !  'For  who  hath  despised  the  day  of  small  things?' 

V.  WARREN 


at  No.  130 

at  No.  112 

at  No.  91 

at  No.  120  &  125 

at  No.  120b 


Ayer  &  Co.  (Antiques)  Ltd. 
Barling  of  Mount  Street  Ltd. 
Gilbert,  A.  B.  (Belfast) 
Harrington,  R.  L.  Ltd. 
Mann  &  Fleming  Ltd. 
Peel,  David  &  Co.  Ltd.  (at  No.  2  Carlos  Place,  Mount  Street) 
Pratt,  Stanley  J.  Ltd.  at  No.  27 

Sparks,  John  Ltd.  at  No.  128 

Stelman,  N.  (Antiques  Corner  Ltd.)    at  No.  104 
Waddingham,  Walter  at  No.  99 


18th  &  19th  Caitw  y  English  Furniture  and  Porcelain 
Early  Furniture,  Chinese  &  European  Works  of  Art 
Antique  &  Modern  Silver  &  Old  Sheffield  Plate 
English  &  Continental  Furniture  &  Jl'orks  of  Art 
Antiques  Decorations 
European  I  f  'orks  of  Art 

18th  Century  English  Furniture,  Chimney  Pieces.  (See  back  cover) 
Chinese  Works  of  Art 

Antique  Jewellery,  Bijouterie,  Miniatures,  Boxes  &  Enamels 

18th  Century  English  Furniture,  Chinese  Porcelain,  Dutch  and  Italian 
Paintings 
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anmq 

OF    MOUNT   STREET   LTD  J 
LONDON 


Chinese  and  European  Works  of  Art 
Early  furniture 


Portuguese  17th  Century  silver  dish 


Spanish  16th  Century  sih  er-gilt  pyx 


1 1 :  Mo  Lint  Street 
LONDON  W.i 


Telephone:  GROsrcnor  2858 
Cables:  BARGRO,  London,  W.\ 


DELOMOSNE  AND  SON 

LIMITED 

Antique  Porcelain  and  Glass 


A  rare  Sweetmeat  Stand  with  branches  also 
for  four  candles  Circa  1790 

Height:  21  in.     Width:  19  in. 


4  CAMPDEN  HILL  ROAD 
KENSINGTON     LONDON  W.8 

TELEPHONE:     WESTERN  180* 

CABLEGRAMS:  DELOMOSNE.  LONDON  W.8 

MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


ARP  -  FIFTY  YEARS  ACTIVITY 

G.  marchiori.  A  monograph  of  Hans  Arp's  work  with  175  illus. 
paper  50s 

ENGLISH  SLIPWARE  DISHES  160O-185O 

r.  c.  cooper.  A  monograph  of  the  work  of  the  Tofts,  Simpson,  etc. 
with  numerous  photographs.  Cr.  4to,  cloth  £2  (Chapters  in  Art  42), 
in  the  press 

NORWEGIAN  ROMANESQUE  SCULPTURE  IOOO-I2IO 
martin  hlindheim.  Covers  wood  and  stone  work  including  that  in 
the  stave  churches.  203  illus.  Cr.  4to,  cloth  £2  (Chapters  in  Art  41), 
in  the  press 

CHINESE  PAPER  CUT  PICTURES 

nancy  KUO.  75  plates  (1  in  colour)  of  this  fascinating  traditional  work 
now  being  revived.  4to,  cloth  £1  10 

A  STUDENT'S  GUIDE  TO  ITALIAN  PAINTING  I25O-180O 
F.  m.  Godfrey.  A  new  edition  of  this  student's  book  with  439  pages 
text  and  325  illus.  (12  in  colour).  8vo,  cloth  £2  2  (paper  backs  of 
1250-1500  and  1 500-1800  available  at  15s  each) 

FURNITURE  IN  BRITAIN  TODAY 

d.  &  b.  young.  A  survey  of  modern  chairs,  tables,  etc.,  with  310 
photographs.  Large  4to,  cloth  £3  5 

THE  CONCRETE  ARCHITECTURE  OF  RICCARDO  MORANDI 
boaga  &  boni.  Covers  his  fly-overs,  bridges,  viaducts,  etc.  300  photo- 
graphs. 4to,  cloth  £4,  in  the  press 

NEW  SWISS  ARCHITECTURE 

Alfred  altherr.  212  pages  of  modern  housing,  schools,  shops, 
churches,  etc.  4to,  cloth  £4  4 

NEW  HOUSING  IN  FINLAND 

becker  &  schi.ote.  182  pages  of  photographs.  4to,  cloth  /j  18 
GRAPHIC  DESIGN  MANUAL 

A.  hofmann.  301  illus.  4to,  cloth,  about  £3  3,  in  the  press 

ALEC    TIRANTI    -  LONDON 

fine  art  reference  books  since  1S95 


RALPH  GOX 

THE  OLD  GREETHAM  INN 
STRETTON,  RUTLAND 

(Great  North  Road) 
Tel :  Castle  Bytham  340 

Exhibiting  at  the 
Chelsea  Spring  Antiques  Fair 
Stand  No.  6   May  5th -15th 

Microscope, 
turned  fruit  wood 
Nurenburg  c.  1730 

Also  at:  39  STEEP  HILL,  LINCOLN 
Tel:  22463 


IN  SAFE  HANDS 

Regardless  of  size  or  complexity  you  can  rely  on 

Pitt  &  Scott  to  pack  and  forward  to  all  parts  of  the  world, 

promptly,  safely  and  economically. 

Household  removals  to  all  parts  of  the  world. 

Write  for  brochure  C  104 


PITT  &  SCOTT  LTD 


20-24  Eden  Grove,  London,  N.7. 

Teh  North  7321  Telex:  21857 

Storage  facilities  at  London,  Liverpool,  Glasgow  &  Paris. 
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DAVID  PEEL  &  CO.  LTD. 
From  Riccio  to  Clodion 

an 

EXHIBITION 

of 

EUROPEAN  WORKS  OF  ART 

April  28  -  May  21 


2  CARLOS  PLACE,  MOUNT  STREET,  LONDON  W.l 

HYDe  Park  3161 


MANN  AND  FLEMING  LTD. 


Members  of  The  British  Antique 
Dealers'  Association  Ltd. 


ANTIQUES 
DECORATIONS 


Fine  pair  of  decorated  elbow  chairs 
Circa  1790 


mBBUm 
fflSBSBm 


120B  MOUNT  STREET     LONDON  W.l 


GROsvenor  2770 


Cljelsiea  (galleries  Itb. 

Fine  English  Furniture  of 
the  18th  and  early  19th  Century 


An  early  IHth  Century  walnut  bureau  of  fine  colour  and 
patination,  3  ft.  wide 

308  KINGS  ROAD,  CHELSEA,  LONDON  S.W.3 

Telephone,  Flaxman  8792 


National  Society  for  the  Prevention 

of  Cruelty  to  Children 
BUILDING  AND  DEVELOPMENT  APPEAL 

(Bykind  permission  of  Sutton  Place  Property  Co.  Ltd.) 

OPEN  DAY 

(house  and  gardens) 
at 

SUTTON  PLACE  GUILDFORD 

on  Sunday  20th  June  1965 

1st  Viewing  2.30  -  4.30  p.m.  (Red  Programme  holders) 
2nd  Viewing  5.00  -  7.00  p.m.  (Blue  Programme  holders) 

Admission  by  Programme  only 
10s. 

(no  money  refunded) 

Programme  from  :  Mrs.  Wilson 
Mark  Way 
Godalming 
Surrey 

Cheques  payable  to: 

'N.S.P.C.C.  GUILDFORD  B.D.A.' 


THE  FINEST  STEAKS  IN  THE  WORLD 


Selected  for  discerning 
connoisseurs  at  London's 
original  steak  house 

EMU  LA  TED  -BUT  NOT  EQUALLED 

PARAMOUNT  GRILL 

U-15  IRVING  ST.,  LEICESTER  SQ. 
LONDON,  W.C.2. 

FULL  Y  LICENSED 
RESERVATIONS— WHItehall  0744 

Open  until  midnight  — 7  days  a  week 


Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

!  Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  •  PHONE  CAL  3038 

Member  of  The  British  Antique  Dealers  Association 

NITA  MILLER 

FOR  PERIOD  LAMPS 

* 

63a  Grosvenor  Street,  W.l     .  Mayfair  0951 


LAMPSHADES  CLEANED 
OR  RECOVERED  IN  A  DAY 

ONLY  BY  NITA  MILLER 
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2^  in.  CHARLES  HENRI  JOSEPH  LEICKERT  n\  x  ij  in.  ,sh  X  28A  in.  ALFRED  VICKERS  2j  x  u'"- 

EXHIBITING  AT  THE  MIDLAND  ANTIQUES  FAIR,  SOLIHULL,  APRIL  27th  -  MAY  1st 

PATTERSON   &   SHIPMAN  LTD. 

NINETEEN  ALBEMARLE  STREET,         LONDON,  W.i 

Telephone:  MAYfair  1910 


LXI 


SHOWCASE 


.-1  circular  Irish  fruit  bowl.  Circa  1 780 


CECIL  DAVIS  LTD 

Fine  Antique  Glass 

3  GROSVENOR  STREET 

LONDON  W.i  Grosvenor  3130 


Late  1 6th  Century 
Italian  gilt  bronze 
figure. 

Height  4I  in. 


E.  &  R.  O'CONNOR 

33  GEORGE  STREET 
LONDON  W.i 


Welbeck  1245 


Philip  and  Bernard  DOMBEY 

174  KENSINGTON  CHURCH  STREET 
LONDON,  W.8  BAYswater7ioo 


Superb  pair  of  Meissen  cockerels  on 
hay-ricks.  31  in.  high.  Circa  1820 

GAY  ANTIQUES 

I  BEAUCHAMP  PLACE 

LONDON  S.W.3       Knightsbridge  9615 


A  mahogany 
Bureau  Bookcase 
(circa  1740) 
it'itli  original 

I  auxhatl 
mil  rors. 

I I  i.lih  3  ft.  3  in. 
Height  7  ft.  1  in. 


DAVID  TRON 

275  KINGS  ROAD 
LONDON  S.W.3 


Flaxman  syis 


PETRUS  PLANCIUS  1552-1622.  Map 
of  the  World.  Published  in  Amsterdam  1594. 
16  X  23  in. 

Specialist  in  old  maps  and  prints 

BAYNTON- WILLIAMS 

70  OLD  BROMPTON  ROAD 
LONDON  S.W. 7         Knightsbridge  4941 


Pair  of  igth 
Century  giltwood 
French  display 
cabinets. 

Height  6  ft.  p  in. 
Width  3  ft.  5  in. 


C.  P.  BURGE 

162  SLOANE  STREET 

LONDON,  S.W.I  Sloane4240 

and  at  Kingston  and  Thames  Ditton,  Surrey 


[ur  unique  collection  of  antiques  and  objets  a" art 
suited  to  every  style  of  interior 


EDWARD  MAR  NO 


162  KINGS  ROAD 
LONDON  S.W.3 


Flaxman  1623 


A  superb 
Queen  Anne 
walnut  bureau 
of  fine  colour, 
attractively 
fitted,  c.  1710. 

Width  2  ft.  Q  in. 


HEATH-BULLOCK 

24  MOTCOMB  STREET 

LONDON  S.W.I  Belgravia  7313 

8  MEADROW,  GODALMING 
SURREY  Godalming  2562 


CAVENDISH    GALLERIES  Q» 

40  NEW  CAVENDISH  STREET 
LONDON  W.i  Welbeck 


1 I  'e  have  t  H 
large  stock 
interesting 
unusual  ob 


GRAHAM  PONTET  LTI. 

Interior  Designers 

9a  NEW  CAVENDISH  STREET 
LONDON  W.i  Welbeck  1097-^ 

34  BROOK  STREET 
LONDON  W.i  MayfairH 


2ft.  wide] 


CHRISTOPHER  ROWLEY 
(Interior  Decorators)  LTD, 
69  LOWER  SLOANE  STREET, 
LONDON,  S.W.I  Sloane38oo/ 


u 


Restoration 

and  conservation  of  the  antique 

Bronzes    Ceramics    Enamels  Ivories 
Jades    Marbles  Tortoiseshell 
Snuffs    Mother-of-Pearl  Buhl 
Ormolu    Objets  d'Art    Furniture  etc. 

G.  Garbe 

restorers  to  the  leading  museums 

23  Charlotte  Street  W.1 


Founded  1770 


Tel   MUSeum  1268 


Collector's  treasures;  Uto. 
8=9  Cfjurcf)  Street,  aiinbsor,  JSerfeS 

Telephone:  Windsor  60157 

91  i^tgli  #»trfft,  Hmerfifyam,  Pucks 

Telephone:  Ainersham  2713 


1 


ARITA  TIGERS 
JAPAN 

NATURALISTIC  COLOURS 
HEIGHT  2  ft.  2  in. 


SVH1TE  MARBLE  BULL 
ITALY.  16th  CENTURY 
HEIGHT  15  in. 
BASE  6  in.  WIDE 
LENGTH  15  in. 


BRONZE  CATS 
CHINA.  15th  CENTURY 
HEIGHT  6}  in. 
LENGTH  101  in. 


|  WOODS -WILSON  MENAGERIE 

103  PIMLICO  ROAD,  LONDON  S.W.I  SLOANE  2558 


COOLING  GALLERIES 


(LONDON)  LTD. 
Established  1797 


Landscape  with  Waterfall 
James  Stark 
Oil  on  panel    22  X  34  inches 


92  NEW  BOND  ST,  LONDON  W.l 

MAYfair  5224 


Made  specially  for 
Antiques  by  Goddards 


J.  A.  FREDERICKS 

(Member  of  The  British  Antique  Dealers  Association) 

Wishes  to  Purchase  Old  English  Furniture 

DORSET  GALLERIES 
4V  DORSET  STREET,  BAKER  STREET,  LONDON,  W.l   Welbeck  8934 


P.  H.  GILLJAGH  AJI 

Member:  B.A.D.A.  Ltd. 
Antiques  and  Works  of  Art 

LARGEST  STOCKS  IN  THE  SOUTH  OF  ENGLAND 

Speciality :  Old  English  Cottage  Furnishing 

CHERTSEY  STREET  'LYNDHURST'  LONDON  ROAD 

GUILDFORD  GUILDFORD 

Telephone:  5750  Telephore  61952 


cam 


6S  ^$oi>et-  <S$ieef.  ^^o/if/o 
Hyde  Park  47 1 1 


MALINGCE  AGENCY 

5  Bond  St.  House,  14  Clifford  St.,  London  W.l.     HYDe  Park  9341 
Impressionists  and  Post-Impressionists 

Bonnard,  Loiseau,  Moret,  Chamaillard 

THIS  MONTH  WORKS  BY 

GAUGIIN 


HANS  GALLERIES 

40  Duke  Street    St.  James's    London,  S.W.I 

commission  artists  to  paint  portraits  from  sittings  or  photo- 
graphs. Examples  of  recent  portraiture  by  Royal  Academy 
Exhibitors   on    permanent   exhibition    at    the  Galleries. 
Closed  Saturdays  except  by  appointment. 

Write,  call  or  telephone:  WHItehall  4008-9 


These  unique  polishes  are  made  from  a  formula  handed  down 
through  generations  and  known  only  to  Goddards.  They  have 
remarkable  cleansing  qualities;  give  a  rich  patina  rather  than 
high  gloss.  Both  polishes  maintain  the  condition  of  the  finest 
woods.  Available  at  leading  stores. 

J.  Goddard  &  Sons,  Ltd. 

By  appointment  to  Her  Majesty  Queen  Elizabeth  II,  Mfrs.  ol  Silver  Polishes.  J.  Goddard  4  Sons.  Ltd. 
Nelson  Street,  Leicester.     299  Madison  Avenue,  New  York  10017,  New  York. 


HEATH-BULLOCK 

ANTIQUES 

24  MOTCOMB  ST.                              8  MEADROW 

LONDON  GODALMING 

S.W.i  W  SURREY 

BEL:  73U  TEL:  2562 


14  DUKE  STREET  (1st  Floor).  St.  James's.  London  S.W.I.  WHItehall  1794 
(Entrance.  Mason's  Yard) 

Permanent  Exhibition  of  Dutch  17th-century  seascapes 


Hal  O'Nians 

Old  Master  Paintings  and  Drawings 
6  RYDER  STREET,  ST.  JAMES'S  LONDON,  S.W. 

Telephone:  Whitehall  9392 


Bond  Street  Silver  Galleries 

111/112  NEW  BOND  STREET,  LONDON,  W.l 


Member  of  The  British  Antique  Dealers"  Association  Ltd. 


BRESSET 

HAUTE  -  EPOQUE 

5,  QUAI  VOLTAIRE  7e- 
197,  BOULEVARD  SAINT  GERMAIN  7e- 

H  El  M 

OLD  MASTER  PAINTINGS 

109,  Faubourg  Saint  Honore 

Tel:  BAL  22.38    ELY  49.26 


LEFEBVRE  &  FILS 

Expert  pris  les  douanes  franfaises 

18th  CENTURY  FAIENCES  and 
PORCELAIN  -  CURIOS 

24,  rue  du  Bac,  je 
GALERIE  CHARDIN 

Founder:  Jacques  Raticr 

Paul  Chariot  -  Fontanarosa 
Henri  Plisson  -  Claude  Schurr 
Claude  Roederer  -  Volti 

36,  rue  de  Seine,  6e     Tel:  328.99.38 

GALERIE  DE  SEINE 

Permanent  Exhibition 

MATISSE  -  BONNARD  -  JAWLENSKY 
POUGNY  -  DE  STAEL  -  KLEE  -  LAM 
BRAM  VAN  VELDE  -  ASSE  -  UHRY 

24,  rue  de  Seine,  6e 
Tel:  326.91.31 


Florence  Houston-Brown 

4,  rue  du  Pre-aux-Clercs,  7e 

CHRISTIANE  D'ESTIENNE 

April  -  May 

Permanent  Exhibition 
GONDOUIN 
1S83  -  1934 


These  antique  dealers,  galleries  and 
decorators  will  be  delighted  to  offer 
suggestions  and  advise  you  from  the 
wealth  of  their  experience  in  the  choice 
of  furniture,  objets  d'art  and  pictures 
which  will  harmonise  with  your  home. 


Jacques  Perri 

18th  Century  Furniture 
Objets  d'Art 

3,  Quai  Voltaire,  7e- 
Tel:  BAB  41.33 


D 


GALERIE 
VOLTAIRE 

J.  L.  Souffrice 

SCULPTURES  -  OBJETS  d'ARI 
OLD  MASTER  PAINTINGS 
35,  QJJAI  VOLTAIRE  6e 


GALERIE  PERSANEj 

Aubusson  &  Savonnerie  Carpe 

132,  Bd.  Haussmann  8C 


Tel:  LAB  27.39 


NEGER 

Old  Master  Paintings 

139,  Bd.  Haussmann 

Tel:  ELY  10.48 

Maurice  SI  GAL 

ANTIQUES  CURIOS 


33,  rue  de  Grenelle  7e 

(On  the  corner  of  the  rue  de  la  Chaise) 
Tel:  LIT  19.05 


LOUIS  PEUCHAMIEI 

18th  Century 
Objects  of  Art 

35,  Boulevard  Raspail 

Tel:  548.24.06 


ALAVOINE 

DECORATION -WORKS  of  ART 


URBINO  dish,  diameter:  14  inches 
First  part  XVIth  Century 


42, AVENUE  KLEBER  »•"»■«.«  PARIS  16' 


ANTIQUE  SILVER 


Chocolate  Pot 
London  1710  Maker  G.  Sleath 

Weight  2  7  J  oz.  (gross) 
Arms  ol  Wightwick  of  Turnstall,  Co.  Stafford. 

2- j  PICKERING  PLACE,  ST.  JAMES'S  STREET 
LONDON,  S.W.i 

Telephone  <Sc  Telegrams:  WHItehall  7140 


A  rare  Louis  XVI  acajou  Gaming  Table 


Antiques  &  Decorations 

GARRICK  C.  STEPHENSON 


TWENTY-FIVE  EAST  FIFTY-FIFTH  STREET 
NEW  YORK  22  N.Y.  PLAZA  3-2570 


Thornhill  Bar 


bv 


WINSLOW  HOMER 

(1836-1910) 

Signed  and  dated 
Homer  '86 

Size:  12\  by  19  inches 

Drawing  for  the  ualercolor  note  in  the 
Boston  Museum  of  Fine  Arts.  Reproduced 
in  the  catalogue  of  the  American  Vi  ater- 
color  Society  Exhibition,  1887 


COLLECTORS'  FINDS 

MAYNARD  WALKER  GALLERY 


117  East  Fifty-seventh  Street 


New  York 
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The  Hallsborough  Gallery 


EXHIBITION 


FROM  BUTINONE  TO  CHAGALL 

Fine  paintings  from  six  centuries 


BERCK  HEYDE 

VAN  BEYEREN 

BINOIT 

BONNARD 

BO  R  DONE 

BOSSCHAERT 

BOUDIN 

BRUEGHEL 

BUTINONE 

CALCAR 

CARON 

CHAGALL 

TEN  COMPE 

CRANACH 


FANTIN-LATOUR 

DE  HOOCH 

LONGHI 

MAGNASCO 

OUWATER 

PITTONI 

ROBERT 

RUYSDAEL 

TIEPOLO 

VAN  DE  YELDE 

VIGEE  LE  BRUN 

YUILLARD 

ZUCCARELLI 

ZURBAR  \N 
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HOPKINS 


Fine  17th 
and  18th  century 
Furniture 


A  fine  Queen 

Anne  walnut 

bachelor  chest 
of  four  drawers 
with  a  veneered 

interior  to  the 
folding  top. 

Height  314  in. 

Width  30  in. 

Depth  14  in. 


A  superb 
Chippendale 

tripod  table  with 
the  original 

spindle  gallery. 
Circa  1770. 

Diameter  20i  in. 


HOPKINS 
High  Street 
CUCKFIELD 
SUSSEX 

.  Telephone  494 


PETER  TOBIN 

In  association  with  Carl  Ziegler  Ltd. 

Old  English  Furniture 
Decorations  and  Restorations 

44  HARRINGTON  ROAD 
,   LONDON  S.W.7 

Kensington  6646 

ANNOUNCEMENT 

The  Proprietors  announce  that  they  are  no  longer 
maintaining  their  retail  showrooms  at  43/44  Harring- 
ton Road,  but  they  will  continue  to  exhibit  at  the 
Chelsea  and  Midlands  (Chesford  Grange)  Antiques 
Fairs.  Offices  and  improved  Workshops  for  the  expert 
Restoration  of  Antiques  will  remain  at  Harrington 
Road,  and  any  enquiries  for  Decorations  or  particular 
items  of  quality  Antique  Furniture  will  continue  to 
receive  our  careful  attention. 
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CHIPPENDALE  KNEE-HOLE  DESK,  CIRCA  1770 

A  RARE  AND  FINE  QUALITY  DESK  IN  MAHOGANY  WITH  THE  UNUSUAL  FEATURE  OF 
HAVING  ITS  ORIGINAL  PAIR  OF  BRASS  CANDLE  HOLDERS.  HAVING  EIGHT  DRAWERS, 
A  CENTER  DRAWER,  A  CUPBOARD  AND  SLIDE,  AND  A  SMALL  SIDE  DRAWER.  44  in. 
WIDE,  L9|  in.  DEEP,  31|  in.  HIGH 


5thAV€  at  58th  ST  N£W  >ORH  19 


ON  THf  PLAZA 
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18tri  Century  Louis  XV  Settee.  Light  Walnut.  Four  Feet  Wide. 


Mcdonald  &  boerth 
PROVENCE  ANTIQUES 

27  EAST  67TH  STREET  •  NEW  YORK  CITY  21,  N.Y.'BU  8-5179  18 


KNOEDLER 


Established  1846 


Old  and  Contemporary  Masters 


LONDON 

34  St.  James's  Street 
S.W.i 


NEW  YORK 

1 4  Hast  57th  Street 
N.Y.  10022 


PARIS 

8  $•  bis  rue  du  Faubourg 
St.  Honore  8e 
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NEWHOUSE  GALLERIES 

ESTABLISHED  1878 


Un  Ruisseau  Sous  Bois 
by 

JEAN  BAPTISTE  CAMILLE  COROT 
on  canvas,  size  23  X  17f  inches 
'L'Oeuvre  de  Corot'  by  Alfred  Robaut,  Volume  II,  No.  710 


FINE  PAINTINGS 

15  East  57th  Street  plaza  s^so  New  York,  N.Y. 


lThe  Maiden1 
Height  :  5  ft.  9  in. 
The  exquisite  lineaments  of  Nordic  beauty,  brilliantly  conceived 
and  executed  in  a  life-size  wood  sculpture  by  Karl  Kristin  of 
Sweden 

Madison  Avenue 
Gallery 

ROSS  L.  PEACOCK 

791  MADISON  AVENUE  at  67th  Street 
NEW  YORK  2 1 ,  N.  Y.  REgent  7-  540u 


Chippendale  wing  chair  with  mahogany  frame  c.  1780. 
Covered  with  crewel  in  muted  shades  of  green 


MERRYVALE 

Antiques  and  Gardens 

Open  Monday  through  Friday  9  to  5.30  Tel.  JOrdan  7-0615 

3640    BUCHANAN    STREET,    SAN    FRANCISCO    23,  CALIFORNIA 


pierre  matisse  gallery 


R  n  It  h  u  s 

If  a  e  Ever 

Calliy  a  it  ti  i  s 

Dubuffet 

Rivera 

M  iro 

Le  Corb u sier 

Mtiopelle 

Sunt'  a 

Mill  ti  res 

Butler 

.If  a  rini 

Gi  (i  e  ome  t  ti 

Ro  s  z  «  #«• 

41  East  57th  Street,  New  York  22,  N.Y. 
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Announce  the  opening  on  April  first  1965 
of  their  new  shop  at 
400  Duke  of  Gloucester  Street,  Williamsburg,  Virginia 


THOMAS  COLE 

(1801-1848) 


Kennedy  Galleries,  inc. 


Mount  Aetna  from  Taorima 
Oil 

54  x  71  inches 


A  major  work  dated  one  year 
before  the  artist's  death. 

From  the  family  collection. 


13  East  58th  Street 


Founded  in  1874  by  H.  Wunderlich 

New  York  10022  N.Y. 


Wakefield-Scearce  Galleries 

DIRECT  IMPORTERS 

Historic  Science  Hill    Shelbyville,  Kentucky 

on  BOTH  main  roads  (U.S.60  and  1-64)  between  Louisville  and  Lexington 
Open  every  day  9  a.m.-5  p.m.  Closed  Sundays    Telephone:  (502)  M E3-4382 


small  and  desirable  Georgian 
mahogany  pedestal  desk  in  excellent 
condition.  Red  leather  tooled  top. 
Height  29  inches,  width  48  inches, 
depth  23  inches. 

Franchised  dealers 
for  Doughty,  Boehm 
and  Chelsea  birds 


Enjoy  good  food  in  Science  Hill  Inn 
Both  Gallery  and  Inn 
lorated  in  Historic  Science  Hill 


VISIT  OUR  SUBTERRANEAN 
SILVER  VAULT 
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Connoisseur  Editorial 


Takis.  TiUtnagnetic  Sculpture  (1959).  Seen 
at  the  Takis  magnetic  exhibition:  Signals, 
39  Wigmore  Street,  London,  W.I.  Photo 
by  Clay  Perry. 


ART  IN  MOTION' 
is  it  up  the  magnetic  pole? 


WHAT  is  'Art';  If  we  are  not  to  be  hopelessly  bemused  by 
its  multiplying  travesties,  its  proper  concept  must  be 
defined  again.  Art  is  a  human  conception  made  manifest  by  the 
use  of  a  medium  to  provoke  an  aesthetic  emotion.  Turner's 
spray  and  dazzle  create  a  work  of  art;  winking  electric  lights  do 
not,  ho  matter  how  ingenious  the  artificer.  Now  a  gothic  sculp- 
ture on  the  West  front  of  Chartres  Cathedral  affects  us  differently 
from  either  an  abstract  carving  by  Hepworth,  or  a  reclining 
figure  by  Henry  Moore.  Nevertheless,  the  peculiar  emotions 
provoked  by  these  works  are  recognisably  the  same  in  kind.  The 
emotion  is  still  aesthetic.  Now  take  a  ping-pong  ball  bobbing  on 
an  illuminated  jet  of  water.  Diverting  spectacle  it  is,  but  em- 
phatically not  a  work  of  art,  seeing  that  the  originator  has  sur- 
rendered his  claim  wholly  to  the  capricious  play  of  water.  The 
Greek  inventor  Takis  may  think  of  himself  as  an  artist,  but  he  too 
forfeits  this  personal  claim  when  he  lets  an  electric  current  or  a 
mercury  vapour  lamp  realise  his  ideas  by  proxy.  (He  is  also 
ludicrously  at  the  mercy  of  any  failure  of  power  or  operator.)  In 
short  then,  the  international  craze  for  mechanised  devices,  electri- 
cally operated,  ought  to  seduce  no  one  into  believing  that  this 
invasion  of  physics  has  anything  to  do  with  the  individual 
creativity  properly  termed  art. 

The  mischief  is  that  'Kinetic  art' — all  this  more  or  less  complex 
apparatus  concerned  with  twitching  movements  or  flashing  lights 
— is  paraded  as  a  significant  trend  in  art  accompanied  by  a  pseudo- 


poetic  glossary  in  its  recently  founded,  permanent  London  home. 
I  do  not  doubt  Mr.  Paul  Kceler's  sincere  enthusiasm  in  devoting 
his  new  gallery  called  'Signals'  (at  39  Wigmore  Street,  W.I.)  to 
successive  exhibitions  of  this  Kinetic  movement,  following  the 
recent  opening  show  by  Takis.  I  could  wish,  however,  that  Mr. 
Keeler's  enthusiasm  had  not  infected  some  writers  whose  styles 
might  seem  to  emulate  the  flashy  and  short-lived  excitements  in 
Wigmore  Street.  Thus,  in  the  Signals  newsbulletin,  William 
Burroughs  celebrates  Takis  with  this  arcane  text:  'Silent  flowers 
twist  m  mineral  pollenization — and  you  hear  metal  think  as  you 
watch  disquieting  free  floating  forms  move  and  click  through 
invisible  turnstiles — Cold  blue  mineral  music  of  flunking  metal — 
you  can  hear  metal  think  in  the  electromagnetic  fields  of  Takis 
sculpture'  .  .  .  and  so  on.  Enough  is  enough;  and  there  is  no  need 
to  quote  so  extensively  from  Guy  Burn's  paean  on  the  subject  of 
Takis.  Sufficient  that  Mr.  Burn  rejoices  that  this  artist  is  'wholly 
committed  to  space  age  Romanticism,  obsessed  with  the  magic  of 
the  other  world,  hooked  on  an  electric  Utopia.'  Evidently  Takis 
is  not  alone.  Even  the  present  art  critic  of  The  Times  is  hooked  on 
the  electric  Utopia,  and  has  swallowed  it,  line  and  sinker. 

Now  one  would  scarcely  call  Sir  Herbert  Read  a  reactionary. 
Yet  this  philosophical  critic  has  frankly  declared  his  misgivings 
about  the  new  symbols  of  speed.  'From  The  Character  ofDelplii  to 
Rodin's  Age  of  Bronze' ,  he  has  observed  justly,  'the  sculptor  always 
implied  movement  by  the  disposition  of  mass;  to  represent  it  by 
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A  group  of  traffic 
signals,  inspired  by 
flowers  and  electric 
lights,  by  Takis  — 
specially  executed  for 
his  one-man  magnetic 
exhibition  at  Signals, 
London. Photo  by 
Clay  Perry. 


the  elongation  of  plane  surface  would  have  seemed  a  superficial 
solution.'  The  truth  is  that  Kinetic  artists  have  stumbled  into  a 
scientific  territory  in  which  they  are  naive,  do-it-yourself 
beginners  presuming  on  our  innocent  wonder,  for  example,  at 
the  effects  of  magnetic  force.  The  emotion  engendered  is  hardly 
ever  more  than  the  diversion  occasioned  by  a  professor's  smiling 
demonstration  of  the  tricks  of  the  electro-magnet  before  an 
audience  of  wide-eyed  youngsters.  The  mechanical  device  may  be 
made  to  look  more  portentous,  obviously,  like  Nicolas  Schoffers' 
whirring,  flashing  machine  Clironos  j>,  or  one  of  Takis's  Tclc- 
lutnieres.  Such  constructions  are  bound  to  be  sterile,  however,  if 
we  assume  them  to  be  in  any  sort  progressive  'art'  forms,  since 
neither  the  Hungarian  nor  the  Greek  technician  can  possibly 
develop  further  the  primal  source  of  energy  which  powers  them. 
Let  anyone  switch  off  the  current,  moreover,  and  in  that  moment 
the  fleeting  titillation  of  the  structure  vivante  dies  a  natural  death. 

One  is  bound  to  go  first  for  the  leading  figures  in  challenging 
the  artistic  claims  of  this  current  craze.  Alexander  Calder  is  the 
father  of  the  mobile,  and  slight  and  playful  as  his  work  may  be, 
there  are  a  refinement  and  poise  in  his  moving  shapes  that  arc 
essentially  visual.  Art  0/  a  kind  is  not  swamped  here  by  the  pre- 
tentious devices  of  science-fiction.  Nor,  indeed,  was  art  lost  in 
Takis's  earlier  wavering  stalks,  sculptural  conceits  of  linear  grace 
at  least.  The  pity  is  that  too  many  people  give  Takis  the  benefit  of 
the  artistic  doubt  since  he  entered  the  boffin's  world  of  coils  of 
wire,  and  became  fascinated  with  the  cone's  behaviour  across  a 
variable  magnetic  field.  A  certain  prestige  which  attaches  to  the 
names  of  Takis,  Nicolas  Schoffer,  or  the  Belgian  Pol  Bury  with 
Ins  clicking,  pace-stepping  reliefs  of  nails,  is  due  simply  to  their 
greater  ingenuity  than  that  of  a  host  of  others  in  this  tricksy  realm 
of  science-fiction. 

With  Nigel  Kent — a  youngish,  Australian-born  artificer 
attached  to  the  Hamilton  Gallery  in  London — we  may  perceive 
more  clearly  that  such  ingenuity  properly  has  application  else- 
where. Like  Pol  Bury,  Mr.  Kent  has  been  a  specialist  in  nail  for- 
mations. Aspiring  to  the  higher  gadgetry,  he  now  constructs 
boxes  with  lights  going  on  and  off  illuminating  black  bolts  and 


nail  heads.  A  pointless  contrivance  in  an  art  gallery,  a  box  lik 
this  could  well  be  adapted,  say,  to  the  children's  robot  world  o 
Dr.  Who  on  Television.  And  there  we  touch  the  crux  of  the  prob- 
lem raised  by  this  so-called  art  in  motion.  It  belongs  not  to  galler- 
ies, whose  eventual  service  is  to  art  museums,  but  to  workshops! 
devoted  to  making  applied  science  a  free  entertainment  for  all.j 
Sir  Hugh  Casson  seems  to  have  reached  this  conclusion  in  com- 
menting aptly  on  the  moving  colour-pictures  of  John  Healev.  an 
inventor  allowed  the  lion's  share  of  the  Roval  College  of  Art 
galleries  for  a  period  some  time  ago. 

'This  medium',  Sir  Hugh  observed  then,  'involving  colour, 
light,  form  and  movement  simultaneously  projected  on  to  a' 
chosen  surface,  is  capable  of  endless  variations.  The  colour 
changes  know  no  limit  within  the  spectrum's  range;  the  forms 
can  be  abstract  or  representational,  fluid  or  symmetrically  com- 
posed. The  speed  of  movement  can  be  controlled  to  suit  the  taste, 
the  purpose  or  the  mood  of  the  occasion,  the  place  or  the  be- 
holder.' Sir  Hugh  goes  on  to  consider  the  spectacular  possibilities 
of  John  Healey's  moving  colour-images  projected  upon  'floating 
screens  moored  on  gala  evenings  off  a  seaside  promenade,  playing 
on  fountains,  in  parks  or  private  gardens,  reflected  in  water  or 
transforming  the  banal  facades  of  urban  entertainment  centres' . . . 
Just  so.  I,  who  have  also  contemplated  this  most  elaborate  tech- 
nique within  the  Kinetic  range,  would  add  that  the  melting, 
changing  colour  forms  could  equally  soothe  hospital  patients  or 
provide  a  background  for  certain  religious  dramas.  But,  let  there 
be  no  mistake,  Mr.  Healcy  and  his  team  of  technicians  cannot 
claim  to  have  produced  a  work  of  art,  or  series  of  art  works, 
through  these  mechanical  means.  The  sensation  is  arguably  more 
pleasurable,  but  essentially  no  different  in  its  impersonal  kind 
from  that  provoked  by  Takis's  cone  which,  as  it  passes  across  a 
variable  magnetic  field,  describes  a  series  of  loops  which  are  never 
repeated.  It  would  be  ill-mannered  to  suggest  that  those  who  now 
fervently  believe  otherwise  are,  in  my  formidable  neighbour's 
phrase,  stark,  staring  bonkers.  Shall  I  mildly  say  rather,  up  the 
magnetic  pole ; 


Relief, 
Constricted 
Movement.  By 
Nigel  Kent 
(Hamilton 
Gallery).  Photo 
by  Cecilia  Gray. 
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^Some  unknow  n 
Classical  Sculptm 

The  first  published  account  of 
the  sculpture 

in  William  Waldorf  Astor's  Ita 
Gardens  at  Hever  Castle 

DONALD  STRONG 

ANYONE  who  has  suffered  the  depression  that  comes  with 
the  sight  of  mutilated  and  heavily  restored  Greco-Roman 
statues  and  busts  in  the  Museums  of  Europe,  or  endured  the 
agonies  of  study  in  the  gloom  of  storerooms  where  even  less 
attractive  and  more  fragmentary  antiquities  are  housed,  will  be 
refreshed  and  perhaps  inspired  by  a  visit  to  the  gardens  of  Hever 
Castle,  Kent.  At  Hever,  in  the  Italian  gardens  laid  out  by  Mr. 
William  Waldorf  Astor,  later  first  Baron  Astor  of  Hever,  at  the 
beginning  of  this  century  a  miscellaneous  collection  of  classical 
antiquities  is  used  as  decoration  for  walls  and  flower  beds  (Plate  i) 
in  a  most  ingenious  and  attractive  way  that  gives  an  unaccust- 
omed freshness,  however  battered  and  restored  they  may  be.  A 
Roman  child's  sarcophagus  with  reliefs  of  Tritons  and  Nereids 
just  tops  a  bed  of  antirrhinums;  an  enormous  magnolia  shades  a 
draped  herm  of  Hercules,  the  sort  that  Cicero  might  have  ordered 
for  the  garden  of  his  Tusculan  Villa;  a  serpentine  wistaria  cuts  the 
head  of  a  half-nude  heroic  statue — or  seems  to  until  you  notice 
that  the  head  is  not  there;  in  a  bed  of  agcratum  and  petunias  is  the 
support  of  a  porphyry  bath;  some  sculptured  group  of  doubtful 
propriety  is  concealed  (almost)  behind  a  locked  gate  through 
which  I  did  not  penetrate.  In  the  Rose  Garden  (see  page  217)  you 
come  upon  ancient  pieces  ranging  from  a  Roman  sundial  to  a 
sarcophagus. 

Roman  sculpture  admirably  serves  the  purpose  it  has  at  Hever; 
and,  indeed,  many  of  the  pieces  were  made  for  just  the  sort  of  use 
to  which  they  are  now  put.  In  the  Rose  Garden  a  little  fluted 
basin  decorated  with  lions'  heads  is  a  typical  Roman  garden 
ornament.  Near  the  Chess  Garden  is  a  little  Roman  fountain,  and 
in  the  Chess  Garden  itself  a  cylindrical  Roman  well-head  decor- 
ated with  figures  of  dancing  maenads.  Such  things  may  once 
have  decorated  one  of  those  Roman  peristyle  gardens  such  as 
they  have  tried  to  reconstruct  in  some  of  the  houses  at  Pompeii, 
for  example,  the  House  of  the  Vettii.  Not  everything,  it  is  true, 
is  quite  what  it  seems  to  be.  Nor  is  everything  old  that  looks  old. 
A  table  top  is  a  cornice  from  a  Roman  building  of  the  third  cen- 
tury A.D.,  a  large  richly  decorated  wall  panel  is,  in  fact,  an 
architrave  soffit  in  the  ornate  Flavian  style  of  Roman  architec- 
tural decoration;  a  pilaster  base  of  the  Severan  period  is  upside 
down  and  looks  rather  well  in  that  position;  a  Roman  Corin- 
thian capital  has  been  turned  into  a  seat,  uncomfortable,  no 
doubt,  but  useful;  a  Roman  composite  capital  has  become  a 
basin  and  been  given  a  spout. 


Base  of  a  column(?)  Fourth  century  A.D.(?),  see 
page  224  ('Architectural  Fragments',  No.  6). 


Some  of  the  larger  sculptures  which  can  stand  alone  are  placed 
in  architectural  features  or  in  more  formal  arrangement.  In  a 
circular  exedra  off  Diana's  Walk  a  heavily  restored  but  appealing 
statue  of  Ganymede  (Plate  2)  stands  on  a  funerary  altar,  one  of  the 
finest  I  have  seen,  of  Epaphroditus  an  Imperial  freedman  of  the 
late  1st  century  A.D.  Straight  opposite,  in  another  exedra  at  the 
end  of  a  yew-lined  walk,  a  Roman  statue  copied  probably  from  a 
Hellenistic  original  stands  on  a  fine  Corinthian  capital  of  the 
Trajanic  period  (Plate  3).  A  series  of  Roman  sarcophagi  is  arranged 
along  the  hedge  that  encloses  a  little  formal  garden.  The  smaller 
pieces  arc  arranged  in  flower  beds,  lawns,  walls  and  ruins  with  a 
casual  charm  that  lacks  any  trace  of  artificiality.  So  much  of  the 
sculpture  of  the  Roman  Age  was  intended  for  frankly  decorative 
purposes,  and  at  Hever  one  sees  it  used  again  with  great  success 
for  the  kind  of  purpose  for  which  it  was  designed  or,  at  least,  is 
admirably  suited. 

Apart  from  the  charm  of  their  present  use,  many  of  the  sculp- 
tures, which  were  collected  by  Mr.  Astor  when  he  was  American 
Minister  in  Rome  at  the  end  of  the  nineteenth  century,  are  im- 
portant and  interesting  111  themselves  and  deserve  to  be  better 
known.  No  full  record  exists  of  the  sources  from  which  they 
were  obtained,  but  Mr.  Astor  is  known  to  have  acquired  a 
number  of  pieces  from  the  Villa  Borghese  in  Rome  and  others 
from  Florence  and  Naples.  Mr.  Gavin  Astor,  who  now  lives  at 
Hever,  tells  me  they  were  collected  mainly  between  1 890  and 
1905  and  brought  to  Hever  by  Pickfords  about  the  latter  year. 
After  Tord  Astor's  death  and  the  sale  of  his  Villa  at  Sorrento  a 
number  of  sculptures  were  brought  from  there  and  placed  in  the 
Rose  Garden  at  Hever,  but  it  is  not  known  which  these  were. 

Many  of  the  sculptures  have  been  recorded  in  old  collections  or 
in  the  hands  of  dealers  at  about  the  time  Mr.  Astor  was  collecting, 
but  they  have  not  been  studied  since  their  arrival  in  England.  The 
collection  was  formed  too  late  to  be  included  hi  the  German 
scholar  A.  Michaelis'  volume  on  Ancient  Marbles  in  Great  Britain 
which  was  published  in  1882;  and  because  the  Castle  and  its 
grounds  have  only  recently  been  opened  to  visitors  it  seems  so  far 
to  have  escaped  the  notice  of  the  modern  generation  of  scholars 
who  have  largely  interested  themselves  in  English  Country  House 
Collections.  Dr.  C.  C.  Vermeule  of  Boston,  who  has  visited  most 
of  them  and  is  hoping  to  produce  a  new  edition  of  Michaelis,  tells 
me  he  does  not  know  the  Hever  sculptures.1  They  include,  in 
fact,  several  pieces  which  have  generally  been  thought  of  as  lost, 
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and  it  is  curious  that  whereas  the  sarcophagi  which  Mr.  Astor 
took  to  his  other  house  at  Cliveden  have  been  published,2  the 
much  finer  and  larger  series  at  Hever  is  unknown. 

The  whole  collection  certainly  deserves  to  be  fully  studied  and 
illustrated  but  in  the  meantime  it  may  be  useful  to  give  a  brief 
note  of  some  of  the  more  important  items  in  the  collection  and  to 
illustrate  the  outstanding  ones.  A  few  have  already  been  illus- 
trated in  Hever  Castle  and  Gardens,  the  guide-book  to  Hever  now 
available  to  visitors;  references  to  the  figure-numbers  on  the 
central  page  of  the  guide  are  given  here.  The  brief  descriptions 
and  notes  that  follow  are  the  result  of  two  comparatively  brief 
afternoon  visits  to  Hever  in  the  summer  of  last  year  and  are  not 
intended  to  be  in  any  way  complete. 

Statuary 

Statuary  of  the  Roman  period  consists  for  the  most  part  of  copies 
and  adaptations  of  Greek  masterpieces.  None  of  the  examples  at 
Hever  is  particularly  outstanding  but  the  following  deserve  to  be 
mentioned. 

1.  A  herm  of  Hercules.  For  the  type  see  E.  Paribeni,  Museo 
Nazionale  Romano,  Scultnre  Grechc  del  V  Secolo,  Rome,  1953, 
no.  35.  The  head  seems  to  be  modern. 

2.  Torso  and  head  of  the  youthful,  beardless  Hercules  wearing  a 
lion-skin  over  his  head  (Plate  4).  Roman  copy  of  a  Greek 
original.  The  body  is  in  the  style  of  the  later  5th  century  B.C. 
but  the  head,  which  has  probably  been  worked  over,  looks 
later.  There  is  a  very  similar  Hercules  in  the  Vatican  (Amc- 
lung,  Kataloq  I,  p.  263,  pi.  27). 

3 .  Statue  of  a  youth,  perhaps  the  god  Apollo,  though  there  are  no 
distinguishing  attributes  (Plate  3).  Probably  a  Roman  copy 
after  a  Greek  original  of  the  third  century  B.C.  (Hever  fig. 

19).  ,  '  '■' 

4.  Statue  of  Ganymede  with  the  eagle  (Plate  2).  The  head,  legs 
and  other  parts  of  this  statue  are  modern.  Roman  copy  after  a 
Greek  fourth-century  original  (Hever,  fig.  12). 

5.  Half-draped  torso,  probably  from  a  Roman  portrait  statue. 
This  type  of  figure  with  the  body  in  the  style  of  the  mid-fifth 
century  B.C.  and  the  drapery  covering  the  lower  part  was 
used  especially  for  portraits  of  Emperors  and  important 
citizens  in  the  1st  century  A.D.  (Sec  Hekler,  Greek  and  Roman 
Portraits,  pi.  184  b.). 

6.  Statue  of  Venus  in  the  pose  of  the  Capitoline  Venus  (H. 
Stuart-Jones,  The  Sculptures  oj  the  Museo  Capitolino,  p.  82,  pi. 
45).  The  figure  seems  to  be  very  largely  modern.  This  Venus 
which  was  popular  with  the  Roman  copyists  goes  back  to  an 
original  of  the  mid-fourth  century  B.C. 

7.  A  little  figure  of  youthful  Pan,  which  I  did  not  study  at  close 
quarters,  is  lllustratccfin  Hever  fig.  5. 

Heads 

Portraiture  is  one  of  the  most  interesting  aspects  of  the  sculpture 
of  the  Roman  period.  There  are  a  few  good  examples  at  Hever. 

1.  Head  of  Antinous,  the  favourite  of  Hadrian  (Plate  5).  A  great 
number  of  portraits  of  this  Bithynian  boy  were  made  after  his 
death  and  many  still  survive.  This  head  seems  to  have  been 
worked  over  but  is  quite  a  good  example.  For  the  portraits  of 
Antinous  see  R.  West,  Romische  Portrat-Plastik  ii,  128  ff. 

2.  Portrait  of  a  boy  of  the  Severan  period  (Plate  6).  The  head 
seems  to  me  very  close  to  the  youthful  portraits  of  Alexander 
Severus  (A.D.  208-235).  The  bust  is  modern. 

3.  Portrait  of  a  young  woman  with  an  elaborate  hairstyle  of  the 
early  Trajanic  period  (Plate  7);  cf.  West,  Romische  Portrat- 
Plastik  ii,  pis.  xix-xx. 

Facing.  Above.  Hever  Castle 


4.  Bust  of  a  negro  boy  in  grey  marble  (Hever  fig.  10).  I  am  not 
sure  whether  this  bust  is  ancient. 

5.  The  rather  good  head  of  a  young  boy  of  the  early  Imperial 
period  (Hever  fig.  15)  was  stolen  recently  from  the  gardens. 
I  was  therefore  unable  to  see  it. 

Roman  furniture 

There  are  a  number  of  fragments  of  Roman  marble  furniture  in 
the  gardens,  including  four  griffm-lion  table  legs,  more  or  less 
ancient,  supporting  a  modern  round  table  (Hever  fig.  11).  The 
garden  furniture  includes  a  circular  Roman  well-head  with 
dancing  Maenads  in  the  Chess  Garden,  a  little  rectangular  foun- 
tain with  shell  ornament  on  the  four  sides  in  the  garden  nearbv, 
and  a  little  fluted  basin  with  lions'  heads  now  standing  on  a  little 
column  decorated  with  vine  and  ivy  ornament  in  the  Rose 
Garden. 

The  most  important  and  interesting  fragment  of  Roman 
furniture  is  the  porphyry  bath-support  (Plate  8)  decorated  with 
ornamental  relief  work.  The  decoration  consists  of  a  heavy 
central  stem  with  scrolls  spreading  from  it;  on  either  side  the 
legs  are  in  the  form  of  lions'  claws  surmounted  by  lions'  heads. 
The  support  is  one  of  a  pair  from  a  large  porphyry  bath;  its 
counterpart,  now  in  a  more  fragmentary  condition,  is  in  the 
Palazzo  Capponi,  Florence  (R.  Delbrueck  Antike  Porphyrwerke, 
Berlin  1932  pi.  74  and  fig.  66).  Delbrueck  dates  it  to  the  2nd 
century  A.D. 

Fragment  of  a  Roman  historical  relief 

This  fragment  (Plate  9).  though  badly  damaged  and  heavily 
restored,  is  one  of  the  most  interesting  pieces  in  the  Hever 
gardens.  Only  the  upper  part  of  the  fragment  from  just  above  the 
waists  of  the  figures  is  ancient.  The  heads  of  the  foreground 
figures  are  modern.  The  relief  shows  two  draped  male  figures 
standing  frontally  in  the  foreground;  in  low  relief  behind  them 
are  the  heads  of  two  trumpeters  in  profile  to  right.  Despite  the 
heavy  restorations,  the  style  is  recognizable  as  that  of  the  Julio- 
Claudian  period  from  the  heads  of  the  trumpeters,  and  from  the 
contrast  between  the  frontal  foreground  figures  and  the  profile 
heads  in  the  background.  The  style,  in  fact,  is  very  close  to  that 
of  the  reliefs  from  the  Ara  Pietatis  Augustae  in  the  garden  of  the 
Villa  Medici,  Rome.  The  Ara  Pietatis  was  a  monumental  altar 
similar  in  form  to  the  famous  Ara  Pacis;  it  was  vowed  in  A.D. 
22  under  Tiberius  but  not  dedicated  until  A.D.  43  under  Claudius 
(see  R.  Bloch  in  M.  Cagiano  de  Azevedo,  Le  Antichita  di  Villa 
Medici,  p.  9  ff.) 

Roman  funerary  altars  and  urns 

Throughout  the  first  century  A.D.  and  in  the  early  years  of  the 
second  the  prevailing  rite  of  burial  in  Rome  was  cremation,  and 
the  characteristic  funerary  monuments  were  the  altars  and 
cinerary  urns  which  were  often  richly  decorated  and  generally 
inscribed  with  the  name  of  the  dead  person.  For  the  funerary 
altars  in  general  see  W.  Altmann,  Die  rotnischen  Grabaltare  der 
Kaiserzeit,  Berlin,  1905. 

1.  Altar  of  Sextus  Surius  Sabinus  (Hever  fig.  13).  The  altar  is  sur- 
mounted by  a  double  scroll  decorated  on  the  front  with  an 
eagle  in  relief;  on  the  left  side  is  a  sacrificial  jug,  on  the  right  a 
patera.  The  frnelv  lettered  inscription  on  the  front,  which 
reads:  MEMORIAE  SEX.  Sl'RJ  SABINI  ARBITRATV 
SVRIAE  ZOSIMES  COLLIBERTAE  VXORISQVE  ET 
ONESIMI  LIB.  HEREDIS,  records  that  the  altar  was  set  up  to 
Sextus  Surius  by  Suria  Zosime,  his  wife  and  fellow  freed- 
woman,  and  by  Onesimus,  his  heir.  The  altar  is  recorded  in 
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Corpus  Inscriptionum  Latinarum  vi,  27028  and  was  formerly  in 
Villa  Carpegna  on  the  Via  Amelia  near  Rome. 
Altar  of  Epaphroditus,  an  Imperial  freedman  (Plate  10).  The 
front  of  the  altar  is  flanked  by  spirally  fluted  columns.  Above 
the  inscription  is  a  frieze  with  heads  of  Jupiter  Amnion 
linked  by  a  broad  scroll  and  a  garland  above  which  are  two 
griffins.  Garlands  hang  down  inside  the  columns  and  there  arc 
narrow  pilasters  decorated  with  overlapping  leaves  and  resting 
on  rams'  heads  at  the  bottom.  The  relief  below  the  inscription 
shows  the  Rape  of  Proserpina,  a  popular  theme  in  Roman 
funerary  monuments.  On  the  sides  of  the  altar  are  laurel  trees 
and  birds.  The  inscription,  which  reads:  EPAPHRODITO 
.41  G.  LIB  PEPLIA  ABA  I  'C  TORI TA  iL4  TIOX  HEREDIT, 
records  that  the  altar  was  set  up  to  Epaphroditus,  an  Imperial 
freedman  in  the  Department  of  Inheritances.  There  is  another 
dedicatory  inscription  with  different  wording  on  the  back. 3  The 
altar  is  recorded  in  CIL  vi,  8439  and  was  formerly  in  the  Villa 
Patrizi,  Rome. 

Altar  of  Turia  Saturnina.  The  inscription,  which  reads:  DIS 
MAXIBl'S  Tl'RIAE  SATVRXIXAE  SORAXAE  LIBER- 
TAE  FECIT  PLACIDVS  IMP  DOMITIAN1  TABELL- 
ARIVS  COXIl'GI  OPTIXLAE  ET  PIEXTISSLMAE,  re- 
cords that  the  altar  was  set  up  to  Turia  Saturnina  by  her 
husband  Placidus,  a  freedman  who  was  a  courier  in  the  service 
of  the  Emperor  Domitian.  Recorded  in  CIL  vi,  9052,  when  it 
was  in  the  Villa  Ludovisi,  Rome. 

Cinerary  casket  decorated  with  scroll  ornament  round  the 
inscription  panel  (Hever  fig.  18).  The  inscription  reads  C.SEI 
C.L.  CROCI  SEIAE  C.L.  FELICVLAE  COL.  C.SEI 
MARITI  FILI  and  records  the  names  of  C.  Seius  Crocus, 
Seia  Felicula,  his  wife,  and  C.  Seius  Maritus,  their  son.  CIL 
vi,  26108. 

Roman  sarcophagi 

The  practice  of  inhuming  the  dead  in  richly  sculptured  stone 
coffins  or  sarcophagi  began  in  the  early  2nd  century  A.D.  and 
prevailed  for  the  rest  of  the  Empire.  The  sarcophagi  at  Hever 
form  the  most  important  pan  of  the  collection ;  they  range  in 
date  from  the  Trajanic  period  (Plate  11)  to  the  late  3rd  century 
and  some  are  of  outstanding  quality.  Several  of  them  have  been 
recorded  with  their  earlier  locations  in  Robert  Die  antiketi  Sar- 
kophag-Reliefs, the  corpus  of  Roman  sarcophagi  which  was 
begun  in  1890  and  is  still  in  progress. 

1.  Sarcophagus  with  the  Labours  of  Hercules  on  the  front 
(No.  1 1) ;  on  the  ends,  in  low  relief,  Hercules  fighting  with  a 


Centaur.  Most  of  the  heads  are  modern  restorations.  This 
sarcophagus,  which  dates  from  about  the  middle  of  the 
second  century  A.D.,  was  formerly  in  the  Villa  Borghese 
and  was  removed  from  there  between  1892  and  1896  (Die 
antiken  Sarkophag-Reliefs  iii,  i,  no.  112,  p.  134,  pi.  XXXI). 

2.  Relief  of  Adonis  (?)  perhaps  the  end  of  a  sarcophagus  (Plate 
12).  On  the  right  a  male  figure  (Adonis;),  on  the  left  a 
female  figure  (Venus ;) ;  in  the  centre  a  boar  emerging  from 
a  cave  and  a  bearded  figure  in  the  background.  The  relief  is 
somewhat  restored  at  the  left  end.  It  was  formerly  in  the 
Villa  Borghese  (Die  antiken  Sarkophag-Reliefs,  iii,  i,  no.  18). 

3.  Sarcophagus  front  with  reliefs  depicting  a  lion  hunt  (Plate  13). 
The  lion  hunt  theme  was  especially  popular  in  the  sarco- 
phagi of  the  third  century  A.D.;  this  rather  poor  example, 
which  is  a  good  deal  restored,  probably  belongs  to  the  end  of 
the  century. 

4.  Strigilated  (fluted)  sarcophagus  (Plate  14).  In  the  central  panel 
is  a  relief  of  the  famous  group  of  the  Three  Graces ;  in  the 
panels  at  either  end  seasonal  anwrini  with  baskets  of  fruit. 
Fluted  sarcophagi  with  figured  panels  are  among  the  com- 
monest of  the  Roman  series.  I  suspect  that  this  is  the  sar- 
cophagus referred  to  in  F.  Matz  and  F.  von  Duhn,  Antike 
Bildwerke  in  Rom  ii,  p.  238  as  being  in  the  Villa  Carpegna, 
Rome  (see  also  G.  M.  A.  Hanfmann  The  Season  Sarcophagus 
in  Dumbarton  Oaks  ii,  187). 

5.  Sarcophagus  with  Tritons  and  Nereids  (Plate  15).  In  the  centre 
two  Tritons  carrying  steering  oars  hold  up  a  shell  which  con- 
tains a  portrait  bust  of  a  woman  of  the  Severan  period  (early 
3rd  century  A.D.)  This  type  of  sarcophagus  is  discussed  in 
Die  antiken  Sarkophag-Reliefs,  v,  i,  but  neither  this  example 
nor  No.  6  is  recorded  there. 

6.  Sarcophagus  with  Tritons  and  Nereids  (Plate  16).  hi  the 
centre  two  Tritons  hold  up  a  shell  with  a  bust  of  a  woman. 
The  sarcophagus  seems  to  belong  to  the  same  period  as  No. 
5  but  the  bust  lacks  the  usual  features  of  portraits  of  the  time. 

7.  Child's  sarcophagus  with  Tritons  and  Nereids  (Plate  17) ;  the 


Statuary  in  the  Italian  Gardens,  at  left  a  strigilated  (fluted)  sarcophagus 
with,  at  centre,  the  three  Graces  flanked  by  seasonal  amorini  (see  p.  222, 
plate  14). 


[.  Above  left.  Decoration  for  walls  and  flower  beds,  the  Italian  Gardens. 
2.  Above.  In  a  circular  exedra  off  Diana's  Walk  at  Hever:  this  appealing 
statue  of  Ganymede  standing  on  a  funerary  altar. 


8.  Right  above.  An  important  and  interest- 
ing fragment  of  Roman  furniture  is  this 
porphyry  bath-support  decorated  with 
ornamental  relief  work. 


9.  Right.  Though  damaged  and  restored  this 
is  one  of  the  most  interesting  pieces  in  the 
Hever  gardens,  (see  'Fragment  of  a  Roman 
historical  relief ', p.  216). 
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aption  number  11  should  read:  Sarcophagus  of  the  Labours  of  Hercules 
Roman  Sarcophagi',  No.  i). 

aption  number  12  should  read:  A  relief  probably  representing  Venus  and 
.donis  with  a  boar  in  the  centre  ('Roman  Sarcophagi',  No.  2). 


10.  Left.  Altar  of  Epaphroditus,  an  Imperial  freeman  (see  'Roman  funer 
ary,  altars  and  urns',  p.  219). 

11.  Above.  Sarcophagi  at  Hever  range  from  this  Trajanic  period  examph 
to  the  late  3rd  century. 

12.  Centre  left.  A  relief  of  Adonis  (?),  right,  and  left,  Venus  (?),  a  boar  ir 
the  centre  ('Roman  Sarcophagi',  No.  2). 

13.  Centre  right.  Sarcophagus  front  with  reliefs  depicting  a  lion  hunl  Ir- 
('Roman  Sarcophagi',  No.  3). 

14.  Bottom  left.  Strigilated  (fluted)  sarcophagus  ('Roman  Sarcophagi' 
No.  4). 

15.  Bottom  right.  Sarcophagus  with  Tritons  and  Nereids  ('Roman  Sarco- 
phagi', No.  5). 


16.  Top  left.  Sarcophagus  with  Tritons  and  Nereids  (see  'Roman  Sarco-  19.  Centre  right.  Child's  sarcophagus  with  gabled  lid  ('Roman  Sarco- 
phagi', No.  6).  phagi',  No.  9). 

17.  Top  right.  Child's  sarcophagus  with  Tritons  and  Nereids  ('Roman  20.  Bottom  left.  Sarcophagus  with  scenes  from  the  story  of  Marsyas  on  the 
Sarcophagi',  No.  7).  front  ('Roman  Sarcophagi',  No.  10). 

18.  Centre  left.  Child's  sarcophagus  of  a  type  made  in  Asia  Minor  ('Roman  21.  Bottom  right.  Sarcophagus  decorated  with  garlands  and  figured  scenes 
Sarcophagi',  No.  8).  ('Roman  Sarcophagi',  No.  11). 
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ends  are  plain.  A  rather  similar  sarcophagus  from  Soriano  is 
illustrated  in  Die  autiken  Sarkophag-Reliefs,  v,  i,  p.  54,  fig.  128. 
Late  second  century  A.D. 

8.  Child's  sarcophagus  of  a  type  made  in  Asia  Minor  (Plate  18). 
On  the  front  an  unidentified  subject,  on  the  back  the  death 
of  Pentiums.  On  one  end,  a  Greek  and  an  Amazon  in  com- 
bat; on  the  other,  Hercules  and  a  woman  by  an  altar.  This 
sarcophagus,  which  dates  from  the  second  century  A.D.,  was 
last  recorded  in  the  hands  of  a  dealer,  Bardini,  in  Florence 
(Die  antiken  Sarkophag-Reliefs,  iii,  3,  p.  434). 

9.  Child's  sarcophagus  with  gabled  lid  (Plate  19).  On  the  front 
amorini  carrying  swags  with  masks  in  the  spaces  above  the 
swags.  The  carving  is  rather  poor.  This  type  of  sarcophagus 
was  very  common  in  Roman  Asia  Minor  and  other  parts  of 
the  eastern  Mediterranean  (cf.  Mendel,  Musees  Imperiaux 
Ottomans,  Catalogue  des  Sculptures,  iii,  nos.  1 160  ff).  Second  or 
third  century  A.D. 

10.  Sarcophagus  with  scenes  from  the  story  of  Marsyas  on  the 
front  (Hever  fig.  7)  (Plate  20) ;  on  the  ends,  a  bearded  man 
holding  a  scroll  and  Apollo  with  a  Muse.  In  1904  this  sarco- 
phagus was  in  Rome  with  the  dealer  A.  Alberici  of  Via  S. 
Teodoro  and  is  published  in  D/c  ant i ken  Sarkophag-Reliets, 
iii,  2,  no.  201. 

11.  Sarcophagus  decorated  with  garlands  and  figured  scenes 
(Plates  21,  22).  The  garlands  arc  carried  by  amorini  on  the 
front  and  by  griffins  at  the  back  of  the  ends.  There  arc  little 
relief  scenes  above  the  garlands.  The  scene  on  the  right  of  the 
front  shows  two  soldiers  carrying  the  body  of  a  fallen  com- 
rade with  an  old  man  in  the  background;  that  on  the  left 
shows  a  heroic  figure  who  is  seated  in  a  rocky  setting  and 
points  to  the  right  where  a  male  figure  moves  towards  a 
seated  woman.  A  servant  stands  behind  the  rocks.  On  the 
left  end,  two  standing  female  figures  and  a  third  seated  on 
the  right  (Plate  22) ;  on  the  right  end,  a  woman  standing 
between  two  men.  I  am  not  certain  how  the  scenes  are  con- 
nected or  how  they  should  be  interpreted;  the  sarcophagus 
deserves  to  be  much  more  carefully  studied.  These  garland 
sarcophagi  with  little  figured  scenes  arc  among  the  earliest  of 
the  Roman  series,  and  this  fine  example,  to  judge  from  the 
detail  of  the  ornament,  probably  dates  from  the  time  of  the 
Emperor  Trajan.  For  the  type  of  sarcophagus  in  general  sec 
J.  M.  C.  Toynbec,  The  Hadrianic  School,  p.  202  ff. 

12.  Oval  sarcophagus  with  Bacchanalian  scenes  and  lions'  heads 
(Plates  23,  24).  In  the  centre  of  the  front  drunken  Bacchus 
with  attendant  satyrs  (Plate  23) ;  at  the  back  a  Maenad 
sacrificing  at  an  altar  (Plate  24).  Bacchanalian  revellers  fill  the 
rest  of  the  frieze.  There  is  a  drawing  of  part  of  this  sarco- 
phagus in  the  dal  Pozzo  collection  of  drawings  made  in  the 
seventeenth  century  (C.  C.  Vermeule,  'The  Dal  Pozzo- 
Albani  Drawings  of  Classical  Antiquities  in  the  British 
Museum'  in  Transactions  oj  the  American  Philosophical  Society, 
vol.  50,  i960,  p.  13,  fol.  58,  No.  66).  It  was  seen  in  1903  by 
C.  Robert  in  the  possession  of  a  dealer,  Tavucci,  near  the 
Porta  Salaria  in  Rome  and  is  recorded  as  lost  by  F.  Matz  in 
Archaologische  Anzeiger,  1958,  134  f.  The  oval  shape  imitates 
the  form  of  an  ancient  wine-vat  and  is  therefore  particularly 
appropriate  to  Dionysiac  subjects ;  for  lions'  heads  on  Roman 
sarcophagi  see  La  Critica  d'Arte,  v,  1936,  225  ff.  The  date  is 
late  second  or  early  third  century  A.D. 

13.  Child's  sarcophagus  with  Bacchanalian  scenes  (Plate  25). 
Bacchus  in  the  centre  with  attendant  satyr  and  maenad.  To 
the  right  Pan  uncovering  Ariadne  with  other  Bacchanalian 
figures;  on  the  back  satyrs  treading  the  vintage.  This  sarco- 
phagus has  a  lid  consisting  of  a  flat  slab  with  a  parapet  at  the 


front  composed  of  a  series  of  little  panels,  alternately  gabled 
and  arcaded,  decorated  with  figures  of  amorini,  etc.  Although  I 
the  lid  is  of  a  different  marble,  it  fits  well  and  probably  be- 
longs  to  the  box.  The  inscription  on  the  lid  which  reads 
D.M.  MACONIANA(E>)  SEVERIANAEFILIAE  DVLCIS- 
'SIMEM.  SEMPRONIVS  PROCVLVS  FAVSTINIANVS  , 
I  'CET  PRAECILIA  SEVERIANA  CF  PARENTES,  records  ; 
that  it  is  the  coffin  of  Maconiana  Severiana  and  gives  the 
names  of  her  father  M.  Sempronius  Proculus  who  was  of 
senatorial  rank  and  of  her  mother.  Late  third  century'  A.D. 
The  sarcophagus  is  described  in  F.  Matz  and  F.  von  Duhn, 
Anttke  Bildwerke  in  Rom  no.  2263 ;  it  was  then  in  the  Villa 
Casali. 

14.  Fragment  of  a  sarcophagus  front  (Plate  26).  The  sarcophagus 
was  one  of  the  so-called  Marriage  or  Private  Life  Sarcophagi 
with  scenes  from  the  life  of  a  Roman  citizen  symbolic  of 
Roman  virtues.  On  this  fragment  the  Roman  is  sacrificing  at 
an  altar  with  his  wife;  an  attendant  stands  on  the  right  with 
the  sacrificial  bull.  Second  century  A.D.  For  this  type  of 
sarcophagus  see  I.  S.  Rybcrg,  Rites  of  the  State  Religion  in 
Roman  Art,  1955,  63  ff. 

Architectural  fragments. 

There  are  several  good  architectural  fragments  in  the  Hever 
gardens  which  must  come  from  important  buildings  in  Rome.  I 
noted  the  following  pieces  as  being  of  especial  interest. 

1.  Part  of  a  spirally  fluted  column  ofgiallo  antico  marble  standing 
on  a  richly  decorated  white  marble  base  (Hever  fig.  14  (Plate 
27).  The  style  of  the  ornament  on  the  base  is  that  of  the 
Flavian  period. 

2.  Base  of  a  pilaster  with  decorated  mouldings.  The  base  belongs 
to  the  Scveran  period,  the  detail  of  the  ornament  being  very 
similar  to  examples  found  in  the  Baths  of  Caracalla  in  Rome. 

3.  Ionic  capital  with  palmette  ornament  on  the  necking  band 
(Plate  28).  This  capital  belongs  to  an  interesting  series  which 
comes  from  the  Forum  of  Trajan  in  Rome.  There  are  other 
examples  in  the  Lateran  Museum  (P.  Gusman,  L 'Art  Decoratif 
de  Rome,  i,  pi.  9). 

4.  Richly  decorated  soffit  of  an  architrave  (Hever  fig.  4)  cut  down 
to  make  a  panel.  The  coffer  is  decorated  with  acanthus  scroll- 
work issuing  from  a  vase;  the  scroll  is  surmounted  by  an 
eagle.  The  coffer  is  framed  by  a  double  band  of  anthemion 
ornament.  Flavian  period. 

5.  Corinthian  capital  from  a  square  pier,  now  serving  as  a  base 
for  the  statue  of  Apollo  (Plate  3).  This  capital  belongs  to  the 
Trajanic  period  and,  to  judge  from  the  high  quality  of  the 
carving,  came  from  an  important  building  in  Rome. 

6.  Base  of  a  column;  (incorporated  in  the  heading  to  this  article, 
page  215).  The  base  is  approximately  semi-circular  on  plan 
and  decorated  with  5  semi-circular  niches  flanked  by  spirally 
fluted  columns  surmounted  by  Corinthian  capitals.  In  the 
mam  niche  are  figures  of  Cupid  and  Psyche  and  in  the  other 
niches  amorini  representing  the  Four  Seasons.  Fourth  century 
A.D.? 


NOTES 

1  Articles  by  Or.  Vermeule  and  Mr.  D.  von  Bothmer,  under  the  title  'Notes  on 
.1  New  Edition  of  Michaelis:  Ancient  Marbles  in  Great  Britain'  have  appeared  in 
American  Journal  of  Archaeology,  vol.  59,  1955,  129  ff;  vol.  60,  1956,  321  ff;  vol. 
63.  1959,  139  ff- 

2  By  C.  Robert  in  Journal  of  Hellenic  Studies,  xx,  1900,  81  ff. 

3  It  reads:  EPAPHRODITO  AVG.  LIB.  PEPLIA  ABAVCTORITA  FLAVIAE 
PREPVSA  ET  PI  A  PATR. 


Early  Italian  paintings  at 
the  Wildenstein  Gallery 


KEITH  ROBERTS 


IN  their  redecorated  galleries  in  New  Bond  Street,  Messrs. 
Wildenstein's  are  now  showing  a  remarkable  anthology  of  early 
Italian  pictures  under  the  title  The  Art  of  Painting  in  Florence  and 
Siena  from  1250  to  1500.  Loans  have  been  obtained  from  public 
and  private  collections,  both  from  British  sources  and  from 
abroad,  and  there  is  a  lavish — and  instructive — catalogue,  to 
which  Mr.  Denys  Sutton  (Introduction),  Mr.  Peter  Murray  (a 
useful  Comparative  Chronology)  and  Mr.  St.  John  Gore  (Text) 
have  contributed.  The  proceeds  of  the  exhibition  are  being  given 
to  the  National  Trust  and  the  National  Art-Collections  Fund. 

The  Renaissance  is  always  written  up — and,  in  a  sense,  quite 
correctly — as  an  era  of  unparalleled  intellectual  and  aesthetic 
development.  There  is,  however,  a  danger  that  this  interpretation, 
coloured,  at  a  not  always  conscious  level,  by  modern  artistic 
practice,  falsifies  as  much  as  it  explains  the  situation.  It  is  all  too 
easy  for  an  impression  to  grow  up  that  painters  and  sculptors, 
'liberated  from  the  bonds  of  mediaeval  practice',  were  rushing 
about  proclaiming  total  revolution.  Nothing  could  actually  be 
further  from  the  case,  as  the  Wildenstein  exhibition  makes  abun- 
dantly clear. 

To  do  no  more  than  study  the  illustrations  at  the  end  of  the 
catalogue  is  to  gain  an  extraordinarily  powerful  impression  of 
continuity.  In  Mrs.  Frank  Jay  Gould's  Madonna  and  Saints,  Taddeo 
Gaddi  (d.  c.  1366)  grouped  his  figures  round  the  enthroned 
Virgin  and  Child.  Precisely  the  same  scheme  served  Pesellino 
(c.  1422-1457)  in  his  Madonna  and  Saints,  which  has  been  lent  by 
Baron  P.  Hatvany.  The  pictures  differ  in  degree  rather  than  in 
kind  and  the  hundred  years  or  so  that  separates  them  does  not 
create  the  radical  gulf  that  is  to  be  found  when  a  Florentine 
Madonna  of  1550  is  compared  with  one  of  1650. 

This  sheer  weight  of  tradition  can  be  felt  in  very  many  of  the 
Wildenstein  pictures.  It  is  almost  like  a  series  of  invisible  rods, 
which  support  even  the  frailest  talent.  The  Earl  of  Plymouth 
has  lent  a  Madonna  and  Saints  by  Giovanni  del  Ponte  (c.  1385- 
1437/42).  Del  Ponte  was  not  a  distinguished  artist;  he  was  old 
fashioned  and  prone  to  borrow  too  much  from  too  many  other 
painters.  But  his  Madonna  has  a  distinction,  and  charm,  denied 
to  many  an  artist  of  comparable  ability  in  later  ages. 

Renaissance  painters  were  usually  obliged  to  take  into  account 
all  manner  of  what  would  nowadays  be  called  'prejudices': 
iconographic  patterns,  hallowed  by  time,  specified  colours,  and 
whims  of  the  patrons.  And  yet  it  was  precisely  these  'prejudices', 
this  strongly  traditional  element  in  early  Italian  art  that  provided 
a  framework,  which  far  from  stifling  talent  showed  off  variations, 
the  personal  touches  of  the  individual  artist  in  their  every  nuance. 
There  are  at  Wildenstein's,  for  example,  a  series  of  circular  pic- 
tures in  which  the  Virgin  and  Child  are  the  main  feature.  And 
how  sharply  characterised  each  of  them  is.  From  the  stiff,  yet 
delicate  forms  of  the  Raffaelhno  del  Garbo,  from  Christ  Church, 
Oxford,  and  the  Wernher  Filippino  Lippi,  with  its  picturesque 
landscape  and  roundly  modelled  Child,  suggesting  a  knowledge 


Bernardo  Daddi.  Fragment  from  a  Crucifixion,  panel,  13  X  6£  inches  (33  X 
17  cm.).  Professor  Bacci  has  dated  this  to  c.  1330.  Collection  of  Mr.  and  Mrs. 
George  Farrow. 
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of  Leonardo,  to  the  Mount  Trust's  small  version  of  Botticelli's 
Madonna  of  the  Magnificat  in  the  Urlizi. 

The  title  of  the  exhibition  is,  perhaps,  a  shade  pretentious  since 
it  is  not,  and  could  never  be,  more  than  a  distinctly  limited  an- 
thology. There  are  naturally  no  proper  frescoes,  but  nor  are  there 
easel  works  by  Giotto,  Duccio,  Masaccio,  Filippo  Lippi  or 
Leonardo.  But  it  is  precisely  this  lack  of  balance  which  works  in 
favour  of  the  lesser  artists,  who  are  not,  in  this  case,  overshadow- 
ed by  their  greater  and  more  familiar  contemporaries.  The 
Lorenzo  Monaco  St.  Jerome  from  the  Rijksmuscum,  the  various 
illuminated  initials  cut  from  manuscripts  and  the  charming  Flor- 
entine desco  (ceremonial  presentation  salver),  showing  an  allegory 
of  music  and  painted  about  1440  tell  here  with  far  greater  effect 
than  they  would  if  they  were  surrounded  by  Masaccios  and  Botti- 
cellis.  How  many  visitors  to  the  National  Gallery,  one  wonders, 
take  much  notice  of  the  enchanting,  but  tiny  School  of  Angelico 
Virgin  and  Child  with  Angels  ? 

Messrs.  Wildcnstein  have  managed  to  secure  a  fair  number  of 
pictures  that  have  not  been  shown  in  London  before.  The  Lorenzo 
Monaco  Madonna  oj  Humility  comes  from  the  city  of  Copenhagen 
to  which  it  was  left  by  the  Danish  sculptor  Thorwaldsen ;  the 
romantic  Portrait  oj  a  Youth  by  Picro  di  Cosimo  belongs  to  the 
Earl  of  Plymouth  and  would  seem  to  have  been  exhibited  only 


oncc  before  (at  Shrewsbury  in  195 1) ;  while  Giovanni  di  Paolo's  I 
Crucifixion  which,  like  so  many  of  the  exhibits,  is  part  of  a  dis-  I 
membered  altarpiecc,  comes  from  the  Aartsbisschoppelijk  j| 
Museum,  Utrecht. 

The  exhibition  abounds  in  pictures  that  are  beautiful,  curious  " 
and  problematic.  For  sheer  beauty  perhaps  nothing  can  surpass  the 
two  well-known  Domcnico  Vencziano  predella  panels  from  the 
Fitzwilliam  Museum,  Cambridge.  And  what  could  be  more 
curious  than  the  anonymous,  bird's  eye  view  of  Florence  execu- 
ted about  1495?  It  has  been  suggested  that  it  is  the  work  of  the 
Florentine  Francesco  Rosselli,  a  immature  painter  who  ran  a 
workshop  which  specialized  in  the  production  of  maps  and  topo- 
graphical views. 

Many  of  the  paintings  on  exhibition  have  been  the  subject  of 
scholarly  debate  for  a  considerable  period.  The  exceptionally 
well-preserved  tondo  of  the  Madonna  and  Child  from  Glasgow 
has  been  variously  attributed  to  Botticelli,  Raffacllino  del  Garbo 
and  Filippino  Lippi,  who  is  the  most  favoured  candidate  nowa- 
days. While  the  Liverpool  Birth  of  the  Baptist  has  been  given  to 
Masaccio,  Fra  Angelico,  Filippino  Lippi,  Fiorenzo  di  Lorenzo 
and  the  young  Pcrugino,  at  the  time  when  he  was  employed  in 
Verrocchio's  workshop — an  attribution  put  forward  by  Beren- 
son  in  1932  and  since  supported  by  Zeri  and  Longhi. 
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The  Salisbury  Tazza 


A  discovery  in  Norway,  and 
its  possible  English  provenance 


AMONG  the  rich  silver  treasure  belonging  to  the  Church  of 
Our  Lady  in  Trondhjem,  Norway,  is  a  covered  cup  of 
English  Renaissance  make  (No.  i).  As  it  has  some  unusual  formal 
features,  and  its  historical  associations  are  somewhat  mysterious, 
it  is  interesting  and  deserves  attention. 

The  cup  is  of  tazza  form  and  measures  115  inches  from  foot 
to  finial:  it  is  splendidly  gilded  inside  and  outside.  On  both  cup 
and  cover  is  the  identical  set  of  goldsmith's  marks,  which  show 
that  the  whole  thing  was  made  in  London  in  1603-04  by  an  un- 
identified master  whose  mark  contains  the  initials  LM  and  a 
harp  (No.  2).  The  bowl  has  an  embossed  pattern  of  small  flower 
and  fruit  motifs  arranged  in  concentric  circles  (No.  3).  The  in- 
dividual groups  appear  to  have  been  pressed  or  stamped  from  the 
outside  against  a  sunken  die  held  against  the  inside  of  the  bowl. 
The  decoration  was  obviously  intended  to  be  seen  from  the  in- 
side, for  here  the  motifs  appear  in  precise  and  detailed  relief 
(No.  4) ;  whereas  only  the  hollow  reverse  is  seen  from  the  out- 
side. The  motifs  arc  all  different  with  the  exception  of  the  ninc- 
lobed  leaf,  which  has  been  repeated  ten  times  along  the  rim, 
alternating  with  floral  groups.  Every  time  the  leaf  points  in- 
wards, thus  emphasizing  the  shape  of  the  bowl  and  giving  firm- 
ness to  the  composition.  Another  refinement  is  the  way  the  fruit 
and  flower  motifs  diminish  in  size  towards  the  rosette  which 
marks  the  centre  (No.  5).  Altogether  the  goldsmith  has  displayed 
considerable  skill  in  designing  his  pattern  as  well  as  in  executing 
it. 

This  type  of  decoration  seems  to  be  unknown  in  both  English1 
and  Continental  silver,  but  it  has  close  parallels  in  contemporary 
needlework,  especially  in  the  rich  and  distinctive  art  of  embroid- 
ery in  Elizabethan  England.  Dr.  Yvonne  Hackenbrock  has  shown 
how  the  embroiderers  found  models  for  their  designs  in  botanical 
copper  plate  engravings  and  collections  of  pattern  drawings.2 
Illustrations  like  the  ones  in  'Commonplace  Book',  a  manuscript 
by  Thomas  Trevelyon,  made  in  London  in  1608,  are  strikingly 
close  to  the  embossed  decorations  on  the  tazza  in  Trondhjem, 
and  it  seems  evident  that  the  goldsmith  LM  has  looked  at  either 
prints  or  drawings  like  it  or  an  actual  piece  of  embroidery 
(No.  6)  when  he  designed  his  pattern. 

More  perplexing  problems  are  posed  by  the  finial  on  the 
tazza's  lid  (No.  7).  It  is  topped  by  a  bundle  of  arrows  held  to- 
gether by  a  band  and  surmounted  by  a  helmet,  all  in  cast  and 
chased  work,  and  with  the  kind  assistance  of  Mr.  Charles  Oman 
of  the  Victoria  and  Albert  Museum  it  has  been  identified  as  the 
coat-of-arms  of  Robert  Cecil,  younger  son  of  Queen  Elizabeth's 
Prime  Minister,  Lord  Burleigh.  Robert  Cecil,  who  died  in  1612, 
was  himself  a  political  figure  of  stature,  and  in  1605  James  I 
created  him  the  first  Earl  of  Salisbury. 

How  can  it  have  come  about  that  a  piece  of  silver  pertaining  to 
a  high-ranking  noble  family  in  England  has  come  into  the 
possession  of  a  parish  church  in  a  provincial  town  in  Norway  ? 
No  satisfactory  answer  can  as  yet  be  given  to  this  question,  but  it 


THORVALD  KROHN-HANSEN 


1.  The  silver-gilt  covered  cup,  of  English  provenance,  in  the  Church  o: 
Our  Lady  in  Trondhjem,  Norway.  Height,  from  foot  to  finial,  ni  inches 
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2.  Cup  and  cover  both  carry  the  same  marks,  for  London  1603-4,  maker's 
mark  LM  and  a  harp. 

is  possible  to  follow  the  tazza's  history  in  Trondhjem  quite  a  long 
way  back,  and  on  this  basis  certain  possibilities  suggest  them- 
selves. 

On  the  foot  the  tazza  carries  an  engraved  inscription  in  Nor- 
wegian, which  translated  reads:  On  August  the  \th  in  the  year  1762 
this  chalice  (sic)  was  presented  to  the  Church  of  Our  Lady  by  Thomas 
mbrigtsen  Angell.  Thomas  Angell  (1 692-1 767)  was  Trondhjem's 
most  prominent  merchant  of  his  time,  and  he  is  remembered 
with  gratitude  for  his  many  charitable  bequests,  from  which  the 
sick,  the  old  and  the  poor  of  Trondhjem  still  derive  substantial 
benefits. 

Thomas  Angell  must  have  inherited  the  tazza  from  his  grand- 
parents on  his  mother's  side.  She  was  Sara  Hammond,  the  daugh- 
ter of  another  rich  Trondhjem  merchant,  Thomas  Hammond 
(d.  1681)  and  Elizabeth  Sommerschield  (d.  1682).  In  an  inventory 
drawn  up  in  1682  on  the  division  of  the  inheritance  from  the 
Hammonds3  one  finds  this  item  topping  the  long  list  of  silver 
pieces:  '1  gilded  goblet,  weighing  60  lod,  valued  at  2  ort  16  sk. 
making  40  Riksdaler'.  When  put  on  the  scales  the  Salisbury 
tazza  is  found  to  weigh  870  grammes,  which  in  terms  of  the  old 
silver  standard  makes  59-3  'lod'.  Near  enough  to  convince  us 
that  the  goblet  described  in  the  inventory  is  the  tazza. 

But  its  history  in  Trondhjem  can  be  traced  back  yet  another 
twenty  years.  In  Trondhjem  Cathedral  stands  a  cup,  which  has 
obviously  been  copied  from  it  (No.  8).  It  is  simpler  than  the 
English  piece,  having  no  cover  and  no  floral  decoration  on  the 
bowl,  but  it  has  no  parallel  in  Norwegian  silver  and  its  resem- 
blance to  the  Salisbury  tazza  is  striking.  So  there  can  be  no  doubt 
about  it,  the  tazza  must  have  been  the  model  for  the  cup  in  the 
Cathedral.  An  original,  engraved  inscription  under  the  foot  gives 
the  date  of  its  make  as  1662. 

What  happened  to  the  Salisbury  tazza  between  the  time  it  was 
made,  1603-04,  and  1662,  when  it  can  first  be  traced  in  Trond- 
hjem f  As  both  the  Hammonds  and  the  Sommerschields  were 
English  families  who  emigrated  to  Trondhjem  during  this 
time,  we  must  first  find  out  whether  it  is  possible  that  they  may 
have  brought  the  tazza  from  England. 

Elizabeth  Sommerschield  was  the  daughter  of  Hen  n  k 
Sommerschield  (Sommerscales)  who  was  born  in  Settle  in  York- 
shire in  1584.4  At  that  time  Yorkshire  was  already  supplying  shops 
in  London  with  woollen  cloth,  Yorkshircmen  are  known  to  have 
established  such  shops  themselves,  and  it  seems  to  have  been  the 


3.  The  bowl  has  an  embossed  pattern  of  small  flower  and  fruit  motifs 
arranged  in  concentric  circles. 


4.  A  repetition  of  the  exterior  decoration  is  also  seen  inside  the  bowl  in  this 
detailed  relief. 
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5.  Another  refinement,  the  size  of  the  fruit  and  flowers  diminishing  in  size  as  they  near  the  central  rose.  Peter  Pukis 


custom  for  younger  sons  to  work  there.  In  a  document  dated 
London,  September  9th,  1609,  Henry  Sommcrschicld  is  des- 
cribed as  'merchant  taylor';  another  from  October  12th,  161 2, 
informs  us  that  he  had  by  that  time  carried  on  a  trade  in  timber 
with  Norway  for  five  or  six  years.  On  1 8th  August,  1614,  his 
name  is  first  found  in  Trondhjem  records  (customs  accounts), 
and  in  1622  he  had  become  a  citizen  of  the  town.  Hcnrik  Som- 
merschield  prospered  in  Trondhjem.  In  addition  to  his  timber 
business  he  was  engaged  in  shipping  and  in  export  and  import  of 
various  kinds  of  goods;  he  also  became  alderman  and  mayor  of 
Trondhjem.  But  however  successful  his  career,  the  difference  in 
social  standing  between  the  Earl  of  Salisbury  and  the  clothmaker 
from  Yorkshire  who  made  good  in  Norway  is  too  great  to  make 


it  likely  that  the  Salisbury  tazza  may  have  come  to  Trondhjem 
with  Henrik  Sommcrschicld. 

What  about  Thomas  Hammond?  He  was  born  in  Ufford  in 
Suffolk  in  1630,  the  son  of  Edward  Hammond  of  Wesilton  Hall 
and  his  wife  Sara.5  The  family  belonged  to  the  gentry,  they 
carried  a  coat-of-arms,  which  Thomas  Hammond  used  when  he 
had  settled  in  Trondhjem. fi  This  happened  in  1659  or  possibly  the 
year  before.  Like  Henrik  Sommcrschicld,  Thomas  Hammond 
became  a  great  merchant  in  Trondhjem,  but  socially  it  is  equally 
impossible  to  trace  any  connection  between  him  and  the  noble 
family  of  Salisbury. 

It  may  however,  be  significant  that  Thomas  Hammond  came 
to  Trondhjem  just  at  the  time  of  Cromwell's  death.  May  we 
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6.  An  item  of  embroidery  in  the  Victoria  and  Albert  Museum,  a  similar 
design  of  which  LM  may  have  seen. 


believe  that  he  was  a  follower  of  the  Lord  Protector,  and  that  he 
found  it  expedient  to  leave  England  when  Cromwell  died  and  a 
restoration  of  the  Stuarts  had  become  imminent  J  If  he  was  in- 
volved in  the  Civil  War  it  may  perhaps  be  imagined  that  a  piece 
of  silver  of  noble  origin  may  have  come  into  his  possession  as  a 
result  of  plunder  or  bribery.  Thomas  Hammond's  possible  con- 
nection with  the  Salisbury  tazza  must  remain  a  matter  of  specula- 
tion, but  he  does  seem  more  likely  to  have  brought  it  to  Trond- 
hjem  than  Henrik  Sommerschield. 

Finally  another  suggestion  should  be  mentioned,  which  has  been 
put  forward  independently  by  Mr.  Oman  and  Dr.  Ada  Polak. 

During  the  reign  of  Christian  IV  of  Denmark-Norway  (1598- 
1648),  diplomatic  relations  with  England  were  very  close,  and 
negotiations  between  the  two  countries  were  frequently  carried 
on.  Mr.  Oman  informs  me  that  the  Danish  negotiators  often 
came  home  loaded  with  silver  ware,  while  Dr.  Polak  points  to 
the  fact  that  Christian  IV  in  1607  accompanied  by  his  brother-in- 
law  James  I  (who  had  married  Princess  Anne  of  Denmark) 
visited  the  Salisbury  seat  of  Theobalds  in  Essex. 7  There  is  there- 
fore a  possibility  that  the  Salisbury  tazza  may  have  come  to  the 
Danish-Norwegian  kingdom  through  royal  or  diplomatic  con- 
nections. Even  if  this  should  be  the  case,  it  still  remains  a  riddle 
how  and  when  the  tazza  found  its  way  to  the  circle  of  rich 
Trondhjem  merchants. 

NOTES 

'In  Charles  Oman's,  The  English  Silver  in  the  Kremlin  1357-/66^  (London  1961) 
are  shown  three  goblets  dating  from  1604-05  and  1606-07  (PI.  17  and  34  a,  b), 
which  have  embossed  decorations.  The  patterns  arc,  however,  only  distantly 
related  to  that  on  the  tazza. 

2  Yvonne  Hackenbrock:  English  and  other  Needlework,  Tapestries  and  Textiles  in  the 
Irwin  Untermyer  Collection,  Harvard  University  Press,  Cambridge,  Mass.,  i960,  pp. 
XIV-XV.  It  should  be  remembered  that  similar  patterns  have  been  used  outside 
England,  tor  instance  on  German,  Italian  and  Danish  embroidery. 

3  Statsarkivet,  Trondhjem. 

4  Familien  Sommerschield,  v.  Henrik  Sommerschield.  Oslo  1961. 

5  David  E.  Davy's  Suffolk  Collection,  British  Museum,  Add.  Man.  No.  19134. 

6  ibid.  No.  19159.  Also  engraved  on  a  beaker  made  in  Trondhjem  in  1665  with 
Thomas  Hammond's  and  his  wife's  initials. 

'  Algernon  Cecil:  The  Life  of  Robert  Cecil,  London  191 5. 


8.  A  silver  cup  in  Trondhjem  Cathedral  clearly  inspired  in  design  by  the 
cup  here  described. 
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Thomas  Uwins,  R.A. 

An  artist  inspired  by  the  Italian  scene  luke  herrmann 


IN  his  Introduction  to  the  Catalogue  of  the  Sheepshanks 
Collection,  which  was  presented  to  the  British  Nation  in  1857, 
Richard  Redgrave  wrote  as  follows:  'Art  in  England  has  flourish- 
ed from  the  demands  of  those  who  love  it  as  a  home  delight; 
therefore  our  pictures  are  small,  and  suited  to  our  private 
residences,  while  the  subjects  are  such  as  we  can  live  by  and  love; 
and  hence  they  have  been  largely  illustrative  of  the  feelings  and 
affections  of  our  kind,  and  of  the  beautiful  nature  of  which  we 
desire  to  be  reminded  as  a  solace  in  the  moments  of  rest  from  the 
hard  labour  of  daily  life'.1  The  Sheepshanks  Collection  originally 
contained  four  paintings  by  Thomas  Uwins,  R.A.,  to  which  one 
more  was  later  added  by  purchase.  At  the  time  of  writing,  four  of 
these  paintings  are  on  exhibition  at  the  Victoria  and  Albert 
Museum,  and  provide  excellent  evidence  for  the  support  of 
Richard  Redgrave's  introductory  remarks. 

However,  Uwins  differs  from  most  of  his  fellow  English 
genre  painters  of  the  first  half  of  the  nineteenth  century  in  that  he 
drew  his  prime  inspiration  from  Italy,  and  based  his  reputation 
very  largely  on  his  depiction  of  the  Italian  scene.  In  a  letter  writ- 
ten to  his  brother  Zcchariah  from  Naples  in  1825,  Uwins  sums 
up  what  Italy  meant  to  him  as  an  artist:  'But  there  is  one  point', 
he  wrote,  'in  which  Italy  in  an  artist's  eye  must  always  have  the 
preference, — I  mean  the  school  it  affords  for  study;  and  in  this  I 
do  not  refer  merely  to  the  pictures,  statues,  and  works  of  art  with 
which  it  abounds,  but  to  the  simplicity  of  the  manners  of  the 
people,  the  rudeness  of  their  implements  of  husbandry  and  labour, 
and  the  historic  character  of  their  features  and  their  dress.  These 
arc  the  things  which  carry  the  mind  back  to  the  earliest  ages,  and 
enable  us  to  realise  those  scenes  of  history  and  poetry  on  which 
we  are  most  delighted  to  dwell.  In  England  a  painter  must 
invent  everything,  so  much  in  opposition  do  the  refinements  of 
modern  dress  and  the  discoveries  of  modern  science  stand  to 
those  manners  and  those  times  which  he  is  constantly  called  upon 
to  represent.  In  Italy,  on  the  contrary,  the  thing  is  half  made  up 
to  his  hand.  In  my  wanderings  amongst  the  mountains  I  have 
been  constantly  reminded  of  the  early  Bible  histories . . .  '.2 

In  1825  Uwins  was  already  in  his  forties,  and  a  survey  of  his 
earlier  years  will  show  that  before  his  'discovery'  of  Italy  his 
career  followed  a  reasonably  normal  course.  He  was  born  at 
Pentonville  in  1782,  the  youngest  of  the  four  children  of  Thomas 
Uwins,  a  clerk  in  the  Bank  of  England,  who  died  in  1806.  In  1797 
he  was  apprenticed  to  the  engraver  Benjamin  Smith,  who  was 
largely  employed  by  the  Boydells.  At  the  end  of  the  following 
year  he  entered  the  Royal  Academy  Schools,  as  an  engraver.3  It  is 
not  clear  how  long  Uwins'  studies  at  the  Royal  Academy  con- 
tinued, but  at  the  turn  of  the  century  he  was  already  beginning  to 
make  a  reputation  as  a  painter  of  portraits  in  watercolours,  an 
example  of  which  he  showed  at  the  Royal  Academy  in  1799. 4  The 
highly  finished  watercolour  portrait  of  Bishop  Buckncr  (No.  1) 
is  typical  of  Uwins'  work  in  this  manner.  Now  in  the  British 
Museum,5  it  is  dated/l»^»5r  1816  and  inscribed  as  painted  from  the  life. 

Uwins  was  also  gaining  commissions  for  frontispieces,  vig- 
nettes and  other  book  illustrations,  and  between  1807  and  18 10  he 
exhibited  groups  of  'designs'  for  such  illustrations  at  the  Academy. 
Both  the  Victoria  and  Albert  Museum  and  the  British  Museum 
print  rooms  possess  several  examples  of  his  drawings  for  illustra- 


1.  Portrait  of  John  Buckner,  Bishop  of  Chichester.  Watercolours,  -}\  X  5f 
inches.  The  British  Museum. 


tions,  usually  111  watercolours,  and  they  appear  uniformly  weak 
and  uninspired.  The  same  may  be  said  of  the  engraved  book 
illustrations  themselves,  of  which  a  large  selection  is  also  to  be 
seen  at  the  British  Museum.  Among  the  publishers  and  engravers 
for  whom  Uwins  worked  were  Thomas  Tegg,  J.  Walker, 
Charles  Warren  and  Rudolph  Ackermann.  For  the  last  he  made 
the  drawings  for  the  plates  illustrating  the  costumes  worn  by 
members  of  the  two  universities,  both  in  the  History  of  the 
University  of  Oxford,  18 14,  and  in  the  History  of  the  University  of 
Cambridge,  181 5.  Many  of  the  watercolour  drawings  for  the 
latter  are  also  in  the  British  Museum,6  and  in  these  his  skill  as  a 
portraitist  and  in  depicting  costume  is  very  evident. 

Thomas  Uwins,  who  was  by  then  twenty-seven,  began  to 
exhibit  with  the  Water-Colour  Society  in  1809,  the  year  in 
which  he  was  elected  an  Associate.  He  became  a  full  Member  in 
1 8 10.  Between  1809  and  18 18  he  exhibited  95  frames,7  some  of 
which  contained  several  small  designs  for  literary  illustrations.  In 
these  years  began  his  interest  in  the  painting  of  rustic  pursuits. 
The  Victoria  and  Albert  Museum's  large  watercolour,  Haymakers 
at  Dinner  (No.  2),  which  is  probably  the  drawing  of  that  title 
exhibited  in  1812,  bears  witness  to  this  development. 
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Haymakers  at  Dinner.  Watercolours,  18;   ■   27%  inches.  The  Victoria  and  Albert  Museum. 


In  September,  1811,  Uwins  wrote  to  his  brother  Zechariah 
from  Farnham  in  Surrey:  'This  place  is  all  in  a  bustle  with  the 
hop-picking,  and  I  am  as  busy  as  the  rest  of  them.  It  is  a  most  de- 
lightful scene,  and  is  from  beginning  to  end  full  of  picture.  I  have 
made  a  great  many  sketches,  and  propose  doing  more ;  that  it  has 
never  been  made  more  use  of  by  artists  is  altogether  a  mystery  to 
me,  it  is  so  much  superior  to  any  other  harvest  that  we  in  Eng- 
land have  to  boast — what  the  gathering  the  vintage  on  the 
continent  may  be  I  cannot  say.  .  .  .  The  hop  itself  is  so  difficult  a 
thing  to  express,  that  I  must  have  nature  for  it .  .  .  in  my  mind  the 
subject  is  well  deserving  the  utmost  pains  that  I  can  bestow  upon 
it'."  The  delightful  watercolour  study  of  hop-pickers  illustrated 
here  (No.  3)  is  very  probably  one  of  these  'many  sketches',  as  is 
the  superb  Study  of  Hops  in  the  Oppe  Collection.9  Similar  in  feel- 
ing, but  in  fact  of  a  cucumber  plant,  is  the  watercolour  study  of 
No.  4,  which  was  formerly  in  the  Ingram  Collection  and  is  now 
at  the  Ashmolean  Museum. 

In  18 17  Uwins  set  out  on  his  first  continental  journey,  and 
spent  some  three  months  in  France.  From  St.  Julien  he  wrote  to 
his  brother  David:  'I  arrived  here  two  days  before  the  vintage 
commenced,  ...  I  am  sketching,  as  you  may  suppose,  from 
morning  till  night;  we  all  go  to  bed  at  nine  and  rise  with  the  sun. 
As  to  the  vintage,  considered  as  the  subject  of  a  large  picture,  I 
do  not  know  yet  what  to  say  to  it;  it  wants  terribly  principal 
objects.  I  shall  make  a  good  many  pretty  little  things,  but  I  cannot 
yet  determine  on  a  large  one.  It  is  certainly  a  most  interesting 
scene;  all  the  world  is  literally  in  the  vineyard'.11'  However,  de- 


3.  Study  of  Hop-pickers.  Watercolours,  7 
John  Rickett  Collection. 


'4% 


4.  ^4  staked  Cucumber  Plant.  Watcrcolours  over  pencil,  14$  x  9  inches. 
T/ie  Ashmolcan  Museum. 


spite  his  enthusiasm,  Uwins  was  not  at  that  time  able  to  put  his 
French  experiences  to  much  use.  His  large,  and  at  one  time 
famous,  painting  of  The  Vintage,  which  is  now  in  the  Tate 
Gallery,  was  not  exhibited  at  the  Royal  Academy  until  1848, 
though  the  original  inspiration  for  it  may  well  have  been  the  visit 
to  the  vineyards  in  He  showed  two  vintage  scenes  at  the 

Water-Colour  Society  in  18 18,  but  in  that  year  disaster,  in  the 
form  of  having  to  meet  a  large  debt  for  which  he  had  stood 
surety,  overtook  Uwins.  Despite  efforts  to  persuade  him  not  to 
do  so  he  resigned  his  membership  of  the  Water-Colour  Society, 
of  which  he  had  just  become  Secretary,  and  devoted  himself  to 
the  'task-work  necessary  to  raise  the  instalments  he  had  under- 
taken, of  a  hundred  pounds  per  quarter,  for  the  liquidation  ot  the 
debt'.11  His  hard  work  on  miniatures  and  small  book  illustrations 
seriously  impaired  his  eyesight,  and,  having  paid  off  the  debt,  in 
1820  he  settled  in  Edinburgh,  where  he  quickly  established  a 
lucrative  practice  in  watercolour  portraits.  He  also  made  topo- 
graphical drawings  to  illustrate  the  novels  of  Walter  Scott,  with 
whom  he  became  acquainted.  He  returned  to  the  south  in  1824, 
and  after  the  death  of  his  mother  that  August  he  soon  set  out  for 
Italy. 

The  seven  years  which  Uwins  was  to  spend  in  Italy  are  chron- 


icled in  some  detail  in  the  long  series  of  letters  to  his  two  elderi 
brothers,  David  and  Zechariah,  which  forms  the  bulk  of  the  two! 
volume  Memoir  of  Thomas  Uwins,  R.A.,  published  by  the  artist's! 
widow  in  1858.  Throughout  these  letters  Uwins  stresses  his  con-| 
cern  for  his  recurring  bad  health  and  continued  poor  eyesight,  and 
his  disappointment  at  his  constant  lack  of  success  in  finding! 
patrons.  He  also  devotes  long  passages  to  severe  criticism  of  the 
religious  practices  in  Italy.  On  the  other  hand,  in  an  early  letter  to! 
David,  he  expresses  his  pleasure  at  being  in  Italy:  'To  be  studying 
nature  in  the  very  scenes  that  have  been  the  subjects  of  the 
painter's  pencil  in  the  best  ages  of  art ;  to  find  myself  sitting  on  the 
very  spot  where  Claude,  and  Poussin,  and  Salvator  Rosa  have  sat 
before  me ;  to  penetrate  their  favourite  haunts,  and  trace  out  their 
most  elaborate  compositions,  is  a  privilege  I  hardly  hoped  would 
ever  be  reserved  for  me,  and  of  which  I  have  not  words  to  express 
the  excess  of  my  enjoyment,  or  the  extent  of  my  thankfulness  and 
gratitude'.12 

Uwins  settled  for  a  considerable  period  in  Naples,  where  he 
had  some  success  with  his  portraits,  mostly  among  his  fellow- 
Englishmen,  but  in  1827  he  wrote  to  Zechariah  of  his  great  desire 
to  give  up  portrait  painting.  He  had  begun  to  paint  small  genre 
scenes  in  oils,  one  of  which  was  bought  by  the  well-known  Eng- 
lish dealer,  Samuel  Woodburn.  In  October,  1827,  he  wrote  from' 
Naples  to  David:  'I  have  now  entirely  abandoned  water-colours, 
and  mean  to  refuse  everything  that  leads  to  commissions  of  that, 
kind'.13  He  now  took  to  making  drawings  in  pen  and  ink  and 
wash,  of  which  there  are  a  group  in  the  British  Museum,  includ- 
ing the  incisive  Siano  from  Vico  illustrated  here  (No.  5).  Another 
example  of  his  draughtsmanship  at  this  time  is  the  delicate  study 
of  orange  trees  in  the  Ashmolcan  Museum  (No.  6). 

Uwins  continued  to  put  off  his  departure  from  Italy,  and  in 
1829  he  sent  his  first  Italian  paintings  home.  Five  of  these,  includ- 
ing Love  at  Naples  and  The  Confession,  were  shown  at  the  British 
Institution  that  year.  In  1830  he  scored  considerable  success  at  the' 
Royal  Academy  with  Neapolitans  dancing  the  Tarantella,  and  it  was 
with  this  kind  of  painting  that  Uwins  was  at  length  able  to  build1  ' 
up  a  new  reputation.  He  had  gone  to  Italy  with  a  commission 
from  Sir  Thomas  Lawrence  to  make  detailed  copies  of  some  of] 
the  Raphael  frescoes  in  the  Vatican.  After  considerable  delay  these!  si" 
were  sent  to  Lawrence,  who  acknowledged  them  with  gratitude 
and  commissioned  a  painting  from  Uwins,  as,  shortly  afterwards,  : 
did  the  sculptor  Thorwaldsen.  In  writing  to  Lawrence  from  Nap-: 
les  in  November,  1828,  Uwins  summed  up  his  somewhat  de^ 
pressed  state  of  mind  in  the  following  self-criticism:  'A  man  who1 
begins  his  career  in  the  art  as  an  engraver,  follows  it  out  as  a|  j 
water-colour  painter,  and  only  takes  to  oil  when  he  becomes  too 
blind  to  continue  this  miserable  course,  must  never  hope  to! 
emancipate  himself  from  the  trammels  with  which  such  a  course 
will  inevitably  surround  him.  I  do  not  hope  for  it;  and  my  chief 
reason  for  staying  so  long  in  Italy  is,  that  a  new  class  of  subjects 
may  give  me  that  advantage  in  the  market  which  the  feebleness, 
of  my  powers  as  a  painter  would  otherwise  deny  me'.14 

In  1 83 1  Uwins  at  last  returned  to  England,  and  he  quickly 
reaped  the  rewards  of  his  patient  efforts  in  Italy.  The  Saint  Mantt- 
factory  (Leicester  Art  Gallery)  shown  at  the  Academy  in  1832  was 
again  very  well  received,  and  in  the  following  year,  in  which  he 
showed  the  equally  popular  Taking  the  Veil,  he  was  elected  A.R.A. 
On  10th  February,  1 83 8,  he  was  elected  Academician,  his  Diploma1 
being  the  first  signed  by  Queen  Victoria.  Eighteen  months  later  he 
wrote  to  a  friend:  'The  public  have  chalked  out  a  course  for  me; 
because  I  have  done  some  Italian  subjects  successfully,  no  one  will 
have  anything  else  from  my  hand,  and  they  who  "live  to  please; 
must  please  to  live"  \15 

The  Lesson  (No.  7),  now  in  the  Sheepshanks  Collection,  is  a 
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5.  Siano  from  Vico.  Pen  and  ink  and  wash,  8;  X  iij  inches.  T/if  British      6.  Study  of  an  Orange  Grove.  Pen  and  ink  and  wash,  and  pencil,  nf   <  1 3 1 


Museum. 


inches.  The  Ashmolean  Museum. 


later  version,  signed  and  dated  1842,  of  one  of  the  most  popular 
of  these  'Italian  subjects',  which  was  first  shown  at  the  Royal 
Academy  in  1837.  Uwins  accompanied  such  subject  pictures  with 
long  descriptive  notes  in  the  catalogue;  that  for  this  version  of 
The  Lesson  read  as  follows:  'The  cottage  stood  on  the  brow  of 
a  rock  that  overhung  the  Gulf  of  Salerno.  The  family  of  the  vine- 
dresser were  out  on  the  loggia.  It  was  a  festa  day.  They  had  attend- 
ed divine  service  at  the  convent  chapel ;  had  returned  to  their 
frugal  dinner,  and  in  the  fullness  of  cheerful  enjoyment  the 
mother  was  teaching  her  child  the  steps  of  the  Tarantella,  while 
the  grandmother  touched  the  tambourine,  and  the  father  looked 
on  delighted.  In  a  corner,  a  shepherd  was  telling  his  tale  to  a 
young  girl,  who  was  perhaps  a  relation  or  servant  of  the  family'. 

Uwins'  Diploma  Work,  which  was  exhibited  in  1836,  was  The 
House  of  Mourning  (No.  8),  which  was  accompanied  by  an  even 
longer  descriptive  note :  'Tired  with  the  buffoonery  of  the  carni- 
val, I  turned  out  of  the  public  street,  and  came  suddenly  on  a  house 
in  which  were  burning  the  funeral  lights:  the  door  stood  open;  I 
entered  the  room,  and  saw  a  child  laid  out  on  a  bier  decorated 
with  flowers,  according  to  Neapolitan  custom ;  the  mother  was 
kneeling  by  its  side ;  her  friends,  occupied  with  the  gaieties  of  the 
season,  had  left  her  to  mourn  alone.  The  contrast  between  the 
noisy  mummery  of  the  street,  and  the  silence  of  the  chamber  of 
death,  made  an  impression  on  my  mind  not  soon  to  be  forgotten. 
As  I  stood,  a  masker,  with  a  guitar  in  his  hand,  came  so  near  the 
window,  to  serenade  some  girls  in  a  neighbouring  balcony,  that 
the  sounds  struck  on  the  mourner's  ear,  and  she  raised  her  head 
with  a  wild  expression  of  reproach,  as  if  to  ask  why  her  sorrows 
were  insulted  by  the  notes  of  mirth;  but  she  soon  fell  again  into 
the  attitude  of  grief.  On  enquiry  I  found  the  child  was  her  only 
son,  and  she  was  a  widow'.  But  Uwins  also  scored  successes  with 
paintings  in  much  less  serious  vein,  such  as  the  delightful  Le 
Whapeau  de  Brigand  (No.  9,  Tate  Gallery),  which  was  shown  in 
1839:  'A  child  left  in  the  artist's  studio  was  found  on  his  return 
robbing  the  lay  figure  of  certain  portions  of  Italian  costume  and 
decorating  herself  with  the  spoils'. 

Throughout  his  career  Uwins  set  great  store  by  his  member- 


7.  The  Lesson.  Oil  on  panel,  22    finches.  V.&  A.  Museum,  Sheepshanks  Collection. 


ship  of  The  Sketching  Society,  also  known  as  The  Society  for  the 
Study  of  Epic  and  Pastoral  Design.  He  was  first  present  as  a 
visitor  in  April,  1S08,  a  tew  months  after  the  foundation  of  the 
Society,  but  he  was  not  elected  to  membership  until  1821,  when 
he  was  in  Scotland."1  When  in  Italy  Uwins  often  referred  to  his 
affection  for  the  Society,  and  on  his  return  to  England  he  again 
played  a  full  part  in  its  activities,  and  continued  to  do  so  until  the 
final  meeting  in  1846.  The  Escape  of  Rasselas  with  his  Sister  and 
Imlac  to  the  Happy  Valley  (No.  10)  was  the  subject  set  on  Mid- 
summer Day,  1 841,  after  an  excursion  to  Greenwich.  C.  R. 
Leslie  was  President  that  day,  and  chose  this  subject  from  Dr. 
|olmson's  tale,  The  History  of  Rasselas,  Prince  of  Abissiuia. 

With  recognition  as  an  artist  came  other  successes  also.  In  1844 


8.  The  House  of  Mourning.  Oil  on  canvas,  32J 
demy,  Diploma  Collection. 


37  inches.  The  Royal  Aca- 


9.  Le  Chapeau  de  Brigand.  Oil  on  canvas,  29      2ii  inches.  The  Tate  Gallery. 


Uvvins  was  made  Librarian  of  the  Royal  Academy,  and  in  1845! 
he  succeeded  Sir  Augustus  Callcott  as  Surveyor  of  Pictures  to  the' 
Queen.  In  the  previous  year  he  had  had  his  first  experience  of] 
royal  patronage  when  he  was  chosen  as  one  of  the  artists  to  paint  1 
a  fresco  in  the  Garden  Pavilion  at  Buckingham  Palace.  His  sub-j 
ject  came  from  Milton's  Comus,  and  his  treatment  of  it  was' 
similar  to  that  seen  in  the  sketch  for  Sir  Gttyou  arriving  at  the] 
Bower  of  Bliss  (No.  11,  Sheepshanks  Collection).  The  fmal  paint- 
ing of  this  subject,  which  is  taken  from  Spenser's  Faery  Queen,  was 
exhibited  in  1849  and  was  destroyed  in  the  Tate  Gallery  flood  in 
1928.  While  working  at  Buckingham  Palace  Uwins  was  especial-' 
ly  well  received  by  Prince  Albert,  whose  enthusiasm  for  the  1 
Italian  primitives  he  shared,  as  is  borne  out  by  part  of  a  letter 
written  to  Alfred  Chalon  from  Naples  on  Christmas  Eve,  1826: 
'There  is  one  class  of  artists  whose  works  have  interested  me 
amazingly,  but  whose  names  arc  seldom  heard  tell  of.  They  are 
to  be  found,  not  in  galleries  or  palaces,  but  in  churches  and 
convents,  sometimes  in  obscure  towns  and  paltry  villages.  I  mean 
that  race  which  immediately  preceded  the  age  of  Raphael  and  his 
contcmpories,  Giotto,  Cimabue,  and  a  number  of  others  whose 
names  are  scarcely  known  to  fame.  If  I  were  a  young  man,  I 
should  think  my  time  well  employed  in  making  a  collection  of  the 
thoughts  of  these  patriarchs  in  art,  and  I  am  sure  that  nothing 
would  tend  more  to  form  the  taste  of  the  English  school  than  the 
publication  of  such  a  collection.17 

In  1847  Uwins  succeeded  Eastlake  as  Keeper  of  the  National 
Gallery,  and  as  such  he  was  responsible  in  1852  for  incorporating 
the  two  paintings — Sun  rising  through  Vapour  and  Dido  building 
Carthage — specifically  bequeathed  bv  J.  M.  W.  Turner,  'which 
will  prove  to  all  the  world  that  English  art  has  some  title  to  con-| 
sidcration,  in  spite  of  the  contempt  with  which  foreigners  treat 
us'.1*  Uwins  married  in  1850,  and  enjoyed  a  few  years  of  happi- 
ness and  prosperity,  until  ill  health  torced  him  to  resign  all  his 
appointments  in  1855.  However,  he  continued  to  exhibit  each 
year  at  the  Royal  Academy,  until  his  death  in  August,  1857.  At  j 
the  end  of  his  life  harvesting  scenes  again  became  a  favourite 
subject.  In  1854  he  wrote  to  a  friend:  'The  glorious  harvest  made 
such  an  impression  on  my  imagination,  that  I  have  given  up 
poetry,  and  Italian,  and  French  matters,  and  am  devoting  all  my 
time  to  the  homely  illustration  of  an  English  stubble-held,  with 
the  gleaners  at  their  quiet  occupation'.19  Two  years  later  he 
showed  Gleaners  leaving  the  Stubble-field  at  the  Academy. 

NOTES 

I  Catalogue  of  the  National  Gallery  of  British  Art  at  South  Kensington,  1893,  pp.  1 1-12. 
-A  Memoir  of  Thomas  Uwins,  R.A.,  1858,  by  Mrs.  Uwins,  Vol.  I,  pp.  272-3. 

3  Sidney  C.  Hutchison,  The  Royal  Academy  Schools,  i~6S-lS^o,  in  The  Walpole 
Society,  XXXVIII  (1960-62),  p.  158. 

4  No.  486.  In  the  catalogue  Uwins  appears  as  T.  Unwin,  but  as  his  address  is  given 
as  21,  Judd  Place,  the  premises  of  Benjamin  Smith,  it  can  be  assumed  that  this  was  a 
misprint.  Uwins  showed  again  in  1800  (No.  306),  and  in  that  catalogue  also  he 
appears  as  Unwin,  at  the  same  address.  From  this  it  can  be  deduced  that  Uwins 
remained  Benjamin  Smith's  pupil  until  at  least  1800.  Uwins  did  not  exhibit  again 
until  1803  (No.  328),  and  from  then  on  his  name  is  spelt  correctly. 

5  L  Binyon,  Catalogue  of  Drawings  by  British  Artists  .  .  .  in  the  British  Museum,  Vol. 
IV  (1907),  p.  247,  No.  19. 

15  Binyon,  loc.  cit..  pp.  245-247,  Nos.  10-17. 

7  J.  L.  Roget,  A  History  of  the  'Old  Water-Colour'  Society,  1891,  Vol.  I,  p.  373. 

8  Memoir,  I,  pp.  35-6. 

9  The  Paul  Oppc  Collection,  Royal  Academy  Diploma  Gallery,  1958,  No.  196. 

10  Memoir,  I,  pp.  74-s. 

II  Memoir,  I,  p.  86. 

12  Memoir,  I.  p.  263. 

13  Memoir,  II,  p.  71. 

14  Memoir,  II,  p.  190. 

15  Memoir,  I,  p.  108. 

16  Memoir,  I,  pp.  163-207;  a  special  section  largely  devoted  to  The  Sketching 
Society. 

17  Xiemoir,  I,  p.  181. 
19  Memoir,  I.  p.  140. 
19  Memoir,  I,  p.  142. 
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The  Connoisseur's  Diary 

Italian  Sculpture  in  Colnaghi's  :'  Armour  at  New  York  : 
Victoria  &  Albert  Museum's  first  Bulletin 


SCULPTURE,  after  a  long  period  of  neg- 
lect, is  once  again  becoming  a  la  mode  in 
England.  This  is  largely  due  to  the  initiative  of 
the  Victoria  and  Albert  Museum  and  to  a  few 
London  dealers  who  in  recent  years  have  moun- 
ted carefully  selected  exhibitions.  The  latest  to  do 
this  is  the  famous  firm  of  picture  dealers,  P.  &  D. 
Colnagni  of  Bond  Street.  During  February  and 
March  the  London  scene  was  enhanced  thanks  to 
Colnaghi  by  one  of  the  most  impressive  displays 
of  Italian  baroque  sculpture  that  it  is  possible  to 
imagine. 

Only  19  pieces  were  shown.  But  they  were  of 
a  quality  and  importance  which  could  hardly  be 
surpassed.  They  ranged,  writes  F.  E.  Stonor, 
from  a  life-size  saint  in  marble  in  the  style  of 
Bernini  to  exquisite  small  scale  sculpture  d'appartc- 
metlt  in  bronze  and  terracotta.  Among  the  latter, 
two  modelli  of  apostles  were  of  particular  interest 
to  Londoners,  for  the  large  marble  versions 
derived  from  them  are  in  the  Brompton  Oratory. 
Indeed,  all  the  twelve  Apostles  are  there,  but 
under  their  coating  of  grime  they  look  more  like 
plaster  casts.  Nevertheless,  they  arc  in  fact  twelve 
out  of  an  original  set  of  fourteen  marble  statues 
by  Giuseppe  Mazzuoli  (1644-1725),  which — 
incredible  as  it  may  seem — were  once  in  Siena 
Cathedral.  They  arc  among  the  very  few  life-size 
Italian  baroque  figures  outside  Italy,  and  deserve 
to  be  better  known.  The  two  missing  ones  are  of 
Christ  and  the  Virgin  Mary. 

Upstart  Cardinals 

The  St.  Matthew  in  the  Oratory — the  third 
statue  on  the  right  as  you  go  up  the  nave — 
followed  faithfully  the  13  J  inch  terracotta  in 
Colnaghi's  exhibition.  The  marble  version  of 
St.  James  the  Less,  however — the  second  statue 
on  the  left  of  the  nave — departs  considerably 
from  its  terracotta  prototype.  The  reason  for 
this  divergence  appears  to  be  that  the  terracotta 
throws  the  weight  of  the  body  so  heavily  to  the 
right  that  the  figure  would  have  toppled  over 
translated  into  a  heavy  material  like  marble.  A 
pity,  as  the  terracotta  is  a  far  more  spirited  com- 
position. 

Turning  to  the  medium  size  pieces  in  the 
exhibition,  a  marble  portrait  bust  of  a  cardinal 
was  outstanding.  As  can  be  seen  from  the 
illustration  on  this  page,  it  portrays  the  very 
essence  of  aristocracy — a  prince  both  of  the 
Church  and,  supposedly,  of  the  ancient  feudal 
house  of  Colonna.  How  it  reduces  to  silence,  as 
it  was  no  doubt  intended  to  do,  those  flash 
upstart  cardinals  of  Pope  Urban  VIII  Barberini's 
family  !  Is  there  perhaps  a  clue  here  to  the  quarrel 
between  our  bust's  sculptor  Giuliano  Finelli  and 
his  master  Bernini,  whose  patrons  were  the 


Portrait  of  a  Cardinal,  said  to  be  a  member  of 
the  Colonna  family  and  exhibited  at  Colnaghi's. 
Marble,  c.  1630.  Height  33  inches,  by  Giuliano 
Finelli,  1601-1637.  Sec  first  story  at  left. 


Sallet  and  reinforcing  pieces  from  a  tilt  armour 
of  a  prince  of  Saxony.  Probably  made  by  Hans 
Rosenberger  of  Dresden  about  1560.  See  'Im- 
portant Armour  Catalogue'  at  right. 


Barberinif  For  in  spite  of  Finelli's  highly  success- 
ful career  in  Rome,  he  quitted  the  Eternal  City 
for  good  in  1634  and  settled  in  Naples.  Colnaghi 
exhibitions  of  paintings  and  Old  Master  drawings 
have  accustomed  us  to  as  high  a  standard  of 
cataloguing  as  it  is  possible  to  achieve.  The 
catalogue  to  this  exhibition  in  a  new  field  for 
for  them  is  no  exception.  With  its  sixteen 
excellent  illustrations  it  is  a  consolation  prize  for 
those  who  may  have  missed  this  glimpse  of  Italy 
in  the  heart  of  London. 

Important  Armour  Catalogue 

SINCE  the  Zschille  Collection  was  shown  at  the 
Chicago  World  Fair  ninety  years  ago  many  of 
the  great  collections  of  historical  arms  and 
armour  have  been  American.  Some,  like  Clar- 
ence Mackay's  and  W.  R.  Hearst's,  were  dis- 
persed in  the  saleroom  while  others,  including 
the  Riggs,  Dean,  Harding  and  Higgins  Collec- 
tions, passed  in  whole  or  in  part  into  museums. 
The  recently  published  catalogue  of  the  collec- 
tion in  Mr.  C.  O.  von  Kienbusch's  New  York 
home  confirms  that  the  tradition  of  quality 
continues  and  that  there  are  few  if  any  other 
private  armouries  of  such  scope  and  interest. 

The  most  representative  group,  and  Mr. 
Kienbusch's  first  love  as  a  collector,  is  the  hafted 
arms  brought  together  over  many  years  of 
diligent  search  and  careful  acquisition.  One 
hundred  and  eighty-five  specimens,  dating  from 
the  fourteenth  to  the  eighteenth  century,  include 
a  splendid  range  of  early  fighting  halberds,  of 
glaives,  partizans  and  spontoons  carried  by  royal 
and  ducal  guards,  and  an  intriguing  if  unlovely 
series  of  Colonial  American  military  halberds. 
Among  the  firearms  are  such  extreme  rarities  as 
two  Augsburg  wheellock  rifles  stocked  by 
Martin  Kamerer  in  wood  veneered  with  rich 
translucent  tortoise-shell.  The  swords  include  an 
excellent  example  of  the  enamel  and  precious 
metal  presentation  swords  popular  around  1800, 
and  a  very  fine  'mortuary'  sword  which  has 
repeatedly  been  described  as  having  belonged  to 
Oliver  Cromwell.  My  illustration  on  this  page 
shows  a  tilt  sallet  and  reinforcing  pieces  surely 
made  for  a  prince  of  Saxony  and  typical  of  the 
high  quality  of  the  collection. 

Notable  Makers  and  Patrons 

The  objects  come  from  sources  that  range 
from  the  ancient  arsenal  of  Alexandria  to  that 
of  Zurich  and  whose  names  read  like  a  list  of  the 
the  most  famous  public  and  private  collections 
of  the  Old  and  New  Worlds.  The  notables  for 
whom  they  were  made,  Phillip  II  of  Spain,  Duke 
Julius  of  Brunswick,  Johann  Georg  III  of 
Saxony,  arc  matched  in  distinction  by  their 


makers,  who  include  such  masters  as  Lorenz 
Hclmschmid,  Caspar  Spat,  and  Hieronymus 
Borstrorrfer.  Most  recent  books  on  European 
armour  and  weapons  have  drawn  on  the  Kien- 
busch  Collection  for  their  illustrations  but  no 
catalogue  has  been  available  until  this,  the 
splendidly  produced  combined  effort  ot  several 
authors.  It  has  been  privately  published  in  a 
limited  edition  (The  Kretschmar  von  Kienbusch 
Collection  of  Armor  and  Anns,  pp.  365,  165  illus. 
Princeton,  New  Jersey,  1963)  and  no  copies  are 
I  for  sale,  but  Mr.  Kienbusch  has  generously 
presented  copies  to  a  number  of  museums  and 
institutions,  among  them  the  Bodleian  Library, 
the  Cambridge  University  Library,  the  British 
Museum  Reading  Room,  the  National  Library 
of  Scotland  and  the  library  of  the  Victoria  and 
Albert  Museum.  Students  of  the  decorative  arts 
will  find  its  pages  as  fascinating  and  rewarding 
as  will  specialist  students  of  armour  and  arms. 


AMONG  the  many  societies  concerned  with 
the  decorative  arts  it  is  surprising  that  there  has 
never  been  one  devoted  to  the  study  of  antique 
furniture;  although  an  abortive  attempt  was 
made  to  start  such  a  society  many  years  ago.  One 

I  has  now  been  formed.  With  the  Earl  of  Rosse  as 
its  first  President,  the  Hon.  Treasurer  of  the 

I   newly  formed  Furniture  History  Society  is  Mr. 

j  J.  R.  Cuthbertson  (Drummonds  Branch,  Royal 
Bank  of  Scotland,  49  Charing  Cross  Road, 
London,  S.W.i).  Hon.  Secretary  is  Dr.  Lindsay 

j  Boynton  (School  of  History,  The  University, 
Leeds,  2).  One  of  its  immediate  aims  is  to  publish 

j    a  Journal.  This  will  print  important  source 

I    material  and  articles  of  general  interest  under  the 

,  supervision  of  Mr.  Francis  Watson  and  Mr.  J.  F. 
Hayward.  Annual  subscription  is  £2.2.0.  Pros- 

;    pective  overseas  members  are  asked  to  remit  by 

'    draft  in  sterling. 

Alice  Davis  Hitchcock  Medallion 
award  for  1964 

THE  Alice  Davis  Hitchcock  Medallion,  presen- 


Tlie  Holy  Family,  by  Peter  Oliver,  on  vellum, 
4i  X  3s  inches.  In  the  possession  of  Messrs. 
Charles  Woollett  &  Son,  London.  See  'Minia- 
ture by  Oliver'. 


ted  annually  by  the  Society  of  Architectural 
Historians  of  Great  Britain  for  an  outstanding 
contribution  to  the  literature  of  architectural 
history,  has  been  awarded  for  1964  to  Dr.  F.  H. 
W.  Sheppard,  of  the  London  County  Council, 
for  his  work  as  General  Editor  of  Volumes  3 1  and 
32  of  the  Survey  of  London,  The  Parish  of  St. 
James,  Westminster:  Part  Two:  North  of  Picca- 
dilly. This  award  recognises  the  important  work 
being  done  under  the  auspices  of  the  London 
County  Council  in  the  field  of  historical  records. 
The  Survey  is  published  by  the  Athlone  Press 
of  the  University  of  London. 

Miniature  by  Oliver 

AN  interesting  miniature  from  that  great 
princely  collection  of  paintings  assembled  by 
Charles  I  was  sold  recently  at  Sotheby's  and  is 
reproduced  on  this  page.  Now  in  the  possession 
of  Messrs.  Charles  Woollett  &  Son  (59  Wigmore 
Street,  London,  W.i)  it  came  to  light,  having 
been  lost  since  the  seventeenth  century,  in  an 
obscure  English  provincial  auction  room  when 
it  was  acquired  for  a  few  pounds.  When  it 
subsequently  found  its  way  to  London  it  was 
identified  by  Mr.  Oliver  Millar  as  the  copy  which 
Peter  Oliver  made  for  Charles  I  of  Correggio's 
painting,  The  Holy  Family.  The  latter,  known  to 
have  measured  18  x  15  inches,  was  sent  to 
Antwerp  for  sale  during  the  Civil  War  in 
England  with  the  remainder  of  Charles  1's 
Collection  and  has  not  been  seen  since.  The 
miniature  here  illustrated  is  signed  in  gilt  script: 
P  Olivir  Imitatus  Est.  Antonius  Corige,  1630.  See 
also  van  tier  Doort  in  The  Walpole  Society,  Vol. 
37,  pp.  104,  214. 


V.  &  A.  Bulletin 

SIR  TRENCHARD  COX,  Director  of  the 
Victoria  and  Albert  Museum,  admirably  defines 
the  editorial  policy  of  the  Museum's  new 
quarterly  Bulletin  (7/6d.  net)  first  issue  of  which 
has  just  been  published.  Its  object — and  this 
should  be  the  aim  of  any  art  magazine  of  stand- 
ing— he  says  is  to  provide  matter  'learned 
enough  to  satisfy  the  most  exacting  scholar  and 
yet  lucid  enough  to  be  read  with  pleasure  by  any 
intelligent  member  of  the  public'.  Under  the 
editorship  of  Mr.  John  Pope-Hennessy  (assistant 
editor,  Mr.  Michael  Archer),  who  writes  on  the 
sketch-model  of  the  head  of  Medusa  for  Cellini's 
'Perseus',  there  are  a  number  of  informative  art- 
historical  studies,  including  a  full-length,  finely 
illustrated  contribution  from  Mr.  J.  F.  Hayward 
on  'English  brass-inlaid  Furniture',  and  another 
from  Mr.  J.  V.  G.  Mallet,  'two  documented 
Chelsea  gold-anchor  Vases'. 

American  Art  News 

FROM  Paul  Mills,  curator  of  the  Oakland  Art 
Museum,  California  comes  news  of  a  valuable 
addition  to  his  museum's  collection  of  Californ- 
ian  art:  The  Yosemite  Valley  (36  X  54  inches)  by 
Albert  Bierstadt,  signed  and  dated  1868.  This  was 
the  gift  of  Marguerite  Laird.  For  the  first  time  in 
art  museums  history,  too,  an  entire  retrospective 
exhibition  of  a  mature  contemporary  artist  has 
been  purchased  outright:  by  the  Museum  oj 
Fine  Arts  oj  Houston,  Texas,  13  moving  works  by 
Swiss  sculptor  Jean  Tinguely.  These  were  shipped 
Paris-Houston  direct,  having  been  originally 
exhibited  at  the  Alexander  Iolas  Gallery,  Pans, 
last  December.  Now  on  exhibition  at  the  Brooks 
Memorial  Art  Gallery  (Curator:  Michael  Milko- 
vich),  Memphis,  Tennessee:  loan  paintings, 
drawings  and  prints — 'Luca  Giordana  in  Ameri- 
ca'. The  admirable  catalogue  illustrates  and  fully 
notes  the  41  important  loans  all  of  which  have 
come  from  private  and  museum  sources  through- 
out America. 


Acquired  by  the  Province  of  Brabant,  Belgium,  from  Messrs.  V.  &  C.  Sternberg  of  37  South  Audley 
Street,  London,  W.i:  these  two  sixteenth-century  Flemish  (Brussels)  tapestries.  Left.  'The  Story  of 
Esther'.  Right.  'Noli  me  Tangere'. 


Furniture  Historians 
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The  crayon  drawings  of 
Robert  Bevan  (1865-1925) 


J.  WOOD  PALMER 


ANYONE  connected  with  the  horse  may  be  certain,  even 
i-in  the  hideously  mechanised  England  of  today,  of  com- 
manding at  least  a  glimmer  of  interest.  And  an  artist  who  has 
produced  paintings  and  drawings  of  horses  is  fixed,  but  at  the 
same  time  type-cast,  in  the  public  mind.  The  retrospective 
exhibition  of  Robert  Bcvan's  paintings,  watercolours,  drawings 
and  lithographs  at  the  Arts  Council  of  Great  Britain  in  1956 
dispelled  the  idea  that  he  was  a  painter  only  of  cab-horses  and 
horse-sales  and  revealed  that,  swamped  to  some  extent  though 
he  was  in  his  time  by  Sickcrt's  personality,  he  was  an  artist  of  a 
range  hitherto  unsuspected  except  by  connoisseurs  of  the  Cam- 
den Town  period.  It  showed  as  well  that  his  drawings  from  early 
Brittany  to  late  Devonshire  were  of  the  most  distinguished  order. 

Factors  both  family  and  financial  combined  to  ensure  that 
until  about  thirty  years  after  the  artist's  death  in  1925  few  of 
Bevan's  paintings  or  drawings  not  of  the  horse  variety  were  to  be 
discovered  in  public  collections.  There  is  a  parallel  of  course  in 
the  work  of  O'Conor  whom  Bevan  must  have  known  in  the  9o's 
111  Brittany.  It  is  clear  now,  however,  that  he  can  be  classed  as  a 
petit-maitre  whose  work  and  experiment  extends  far  beyond 
horse  and  hansom-cab  and  hound  and  embraces  the  subjects  and 
influences,  while  transmuting  both  into  very  English  terms,  of 
Van  Gogh,  Gauguin,  Munch  and  Seurat.  His  experiments  inci- 
dentally, such  as  The  Courtyard,  Poland,  were  in  England  so  far 
ahead  of  their  time  that  they  were  trodden  upon  instantly  to  the 
discouragement  of  an  artist  who  was  by  nature  diffident. 

Perhaps  some  of  the  loveliest  early  drawings  of  Brittany,  when 
Bevan  knew  Gauguin  <it  Pont  Aven  and  must  have,  if  briefly, 
encountered  Van  Gogh,  arc  in  the  sketchbooks  owned  by  the 
Ashmolean  Museum,  but  one  such  to  have  escaped  the  museum 
maw,  Kneeling  Breton  Girl  (No.  1)  is  an  essay  in  intuitive  observa- 
tion typical  of  this  artist.  The  exact  placing  of  drapery  builds  up 
to  a  Memling  face  and  a  fractional  stroke  of  the  pencil  has  given 
her  an  eye  which  shows  that  though  she  is  partially  with  God  she 
knows  that  the  cows  are  waiting  to  be  milked.  Similarly,  when  it 
comes  to  the  drawing  Washing  the  Cab  (No.  2)  the  essence  of  the 
subject  is  evoked:  the  November  night,  the  smell  of  greasy 
cobblestones  and  damp  phosphorescent  horse-dung,  the  feeling 
that  the  hansom,  its  black  leather  interior  cooling  down,  was 
only  lately  the  nest  of  a  masher  and  his  love  with  tulle  veiling  so 
intractable  and  Parma  violets  on  bosom  crushed  to  pulp.  The 
artist  may  have  been  concerned,  according  to  popular  concep- 
tion, only  with  what  had  occupied  the  shaft  end  of  the  cab  but  he 
has  implied  the  rest  all  the  same. 


But  intimate  drawings  were  not  his  main  interest.  There  is 
(No.  3)  a  notable  study  of  Sussex  plough-horses  on  the  South 
Downs.  The  correctness  of  the  horses  themselves,  burnished  with 
sun  and  the  wind,  is  only  equalled  by  Clausen,  and  the  spread  of 
distance  and  air  around  them,  achieved  by  exact  tonality  and  no 
other  aids,  can  only  be  found  nowadays  in  Josef  Herman.  To  look 
at  this,  and  other  drawings  of  the  same  period  as  full  of  freedom 
and  light  and  air,  is  to  realise  how  much  stickier  and  more 
restrictive  of  movement  must  have  been  the  clay  of  Millet's 
Northern  France  and  how  stodgily  bogus  the  Angelus  concep- 
tion, so  dear  to  the  shallow  Victorians,  of  the  ambience  of  farm 
workers.  A  comparable  sentimcntalitv  is  never  evident  in  Bevan. 

Towards  the  end  of  his  life,  though  less  so  in  the  last  few  years, 
he  did  rather  succumb  to  formula  in  his  paintings  and  the 
countryside  was  inclined  to  be  reduced,  sometimes  to  the  point 
of  aridity,  to  masses  and  planes  in  the  manner  of  Gauguin  though 
without  the  Tahitian  colour  to  support  and  ignite  the  finished 
work.  In  the  drawings  this  paring  down  to  essentials  was  often 
more  successful.  While  the  construction  of  the  landscape  is  seen 
to  be  of  paramount  importance,  the  artist's  sensitivity  and  his  very 
English  romantic  view  of  the  country  softened  any  harshness 
which  a  rigid  application  alone  of  post-Impressionist  theory 
might  have  given  to  it.  His  technique  in  the  arrangement  of 
space,  and  in  the  treatment  of  light  which  was  a  carry-over  from 
the  earlier  work  in  Poland  when  Impressionism  was  the  core  of 
his  work,  is  so  assured  that  his  drawings  have  a  personal  flavour 
instantly  distinguishable  from  the  work  of  his  contemporaries  in 
Sickcrt's  circle.  This  is  not  to  say  that  as  a  draughtsman  Bevan  is 
superior  to  Gilman  though  he  is  much  more  versatile  than  Gore 
or  Lucien  Pissarro  and  probably  more  consistent  than  any  of 
them,  but  it  is  to  emphasise  that  his  drawings  deserve  to  be  more 
widely  known  and  appreciated.  Perhaps  the  various  exhibitions 
this  year  to  mark  his  centenary  will  show  the  light  that  has  been 
hidden  far  too  long  under  a  bushel. 


1.  Kneeling  Breton  Girl  (1893).  Crayon,  Iljj  ■  giinches. 

2.  Washing  the  Cab  (1905).  Crayon  and  Wash,  7]  ■  9]  inches. 

3.  The  Three  Horses  (1908).  Crayon,  I3i  inches. 

4.  Lottery  Hill  (1919)-  Crayon,  8      iol  inches. 


244 


The  work  of  George  Bullock, 
cabinet-maker,  in  Scotland:  1 

ANTHONY  COLERIDGE 


DURING  the  last  ten  years  research1  has  unveiled  much 
concerning  the  business  career  of  George  Bullock.  He  had 
started  his  life  as  a  sculptor  and  was  (from  1810-1811)  President 
of  the  newly-founded  Liverpool  academy — his  native  town.  He 
must  have  been  'a  man  of  parts'  for  the  Liverpool  Directory  of 
1805  refers  to  the  premises  of  Messrs.  Bullock  and  Stoakes — 
cabinetmakers,  general  furnishers  and  marble  workers — as  being 
situated  at  48  Church  Street.  In  18 10  he  was  in  partnership  with 
a  Joseph  Gandv  and  the  two  are  described  as 'architects,  modellers, 
sculptors,  marble  masons,  cabinetmakers  and  upholsterers'.  By 
18 14  we  find  that  he  had  moved  to  London,  and  the  London 
Post  Office  Directory  for  the  year  1817  gives  his  trade  as  'sculp- 
tor, Mona  marble-  and  furniture  works'  and  his  address  as  4 
Tcntcrden  Street,  Oxford  Street/'  Bullock  also  owned  an  Anti- 
quarian Depository  and  Sir  Walter  Scott  bought  many  pieces 
from  him  for  his  collection  of  arms  and  armour  at  Abbotsford, 
through  his  friend  Daniel  Terry,  the  actor.4 

There  are  mam-  references  to  Bullock  in  the  literature  of  this 
period  and  Maria  Edgeworth,5  writing  in  1820,  mentions  having 
seen  at  Aston  Hall,  Birmingham,6  'some  fine  tables  of  Mr. 
Bullock's  making,  one  of  wood  from  Brazil — zebra  wood,  and 
no  more  to  be  had  for  love  or  money'.  This  reference  is  of  the 
greatest  interest  because  this  use  of  an  exotic  foreign  wood  is  en- 
tirely contradictory  to  Bullock's  aims  and  usual  practice.  His 
predilection  for  the  use  of  indigenous  woods  and  other  materials, 
which  will  be  fully  discussed  later  in  this  and  the  second  part  of 
this  article,  is  aptly  illustrated  by  Richard  Brown  in  his  Rudiments 
of  Drawing,  1822.  He  writes: 

'The  late  Mr.  Bullock  was  the  only  person  who  ventured  into 
a  new  path:  though  some  of  his  designs  were  certainly  too 
massy  and  ponderous,  nevertheless  grandeur  cannot  be  ob- 
tained without  it;  such  are  the  standards  to  his  octagon  tables. 
There  was  great  novelty  without  absurdity,  as  well  as  a  happy 

relief,  in  his  ornaments  :  yet  many  of  his  articles 

were  considerably  overcharged  with  buhl;  sometimes  the 
buhl-work  was  sunk  in  brass,  and  on  other  occasions  the 
counterpart  was  of  the  same  wood  as  the  furniture  itself,  and 

the  whole  surface  presented  a  brazen  front  most  of 

his  ornaments  were  selected  from  British  plants,  and  his  woods 
were  of  English  growth,  which  were  admirably  well  polished. 
He  has  shown  that  we  need  not  roam  to  foreign  climes  for 
beautiful  ornaments,  but  that  we  have  abundance  of  plants  and 
flowers  equal  to  the  Grecian  which,  if  adopted,  would  be 
found  as  pleasing  as  the  antique.' 
These  points  are  further  stressed  in  Ackermaiui s  Repository,  in 
which  his  designs  appeared  at  intervals  from  1816-24.  In  the 
number  for  February,  1816,  which  has  a  plate  showing  a  Drawing- 
Room  window  curtain  and  cabinet,  the  latter  is  described  as  'designed 
for  execution  in  our  native  woods,  relieved  by  inlaid  metal  orna- 
ments; a  style  happily  introduced,  both  in  respect  of  taste  and 
true   patriotism'.  Brian   Rcade,1  commenting  on  the  above 
quotation,  writes: 

'two  characteristics  of  Bullock  s  work  are  thus  evident  from 


I.  An  ebonised  table  for  'specimens  of  marble'  for  which  Bullock  charged 
the  4th  Duke  of  Atholl  £18  18.  od.  in  1814. 


the  start:  his  revival  of  the  use  of  English  wood  in  fashionable 
furniture,  and  his  association  with  the  vogue  for  brass  inlay.'7 
The  first  of  these  has  already  been  referred  to  and  the  second 
was  really  merely  an  adaptation  of  the  prevailing  taste  of  the 
times.  Brass  marquetry,  or  English  buhl,  had  been  popular  in 
Britain  from  the  beginning  of  the  nineteenth  century  and 
Clifford  Musgravc  writes:1 

'A  capital  mahogany  pedestal  library-table  inlaid  with  Buhl  bordering 
which  was  supplied  to  the  Prince  in  18 10  for  the  sum  of  ^84 
by  George  Oakley  of  8  Old  Bond  Street  must  have  been  one 
of  the  earliest  examples  in  this  country  of  this  reviving 
fashion.' 

Thus  Bullock,  who  seems  to  have  always  had  an  'eye  for  a 
ready  market',  associated  himself  with  the  reawakened  interest  in 
the  Louis  Quatorzc  style  and,  at  the  same  time,  was  praised  for 


^49 


2.  Another  in  'bog  oak  from  the  Isle  of  Man'  which  cost  £21.  The  Dukes  of 
Atholl  were  hereditary  Lords  of  Man  until  the  '45  Rebellion. 

his  patriotism  in  the  choice  of  indigenous  materials — a  truly 
British  compromise. 

George  Bullock  appears  to  have  had  a  surprisingly  large 
clientele  in  Scotland  and  the  furniture  that  he  supplied  to  three  of 
these  clients,  The  Duke  of  Atholl,  The  Earl  of  Mansfield  and  Sir 
Walter  Scott,  forms  the  subject  of  this  and  the  succeeding  article. 
His  firm  appears  to  have  been  patronised  by  the  Duke  of  Atholl 
from  1814  to  1819  as  is  shown  by  an  extant  account8,  and  some 
of  the  pieces  itemised  in  it  still  remain  at  Blair  Castle.  The 
fourth  Duke  (i 774-1 830)  was  known  as  'the  planting  Duke' 
and  his  great  passion  was  for  forestry.  Thus  Bullock's  aims  were 
in  complete  accord  with  his  own,  as  the  Duke  was  a  great  sup- 
porter of  local  industry  in  the  Highlands  which  had  been  des- 
perately neglected  since  the  '45  Rebellion. 

The  account,  which  totals  ^241  13.  9.,  shows  that  he  pur- 
chased three  small  tables  in  18 14.  He  probably  commissioned 
them,  as  one  is  inlaid  with  a  slab  of  the  locally  quarried  Glen  Tilt 
marble  and  two  others  are  made  from  'bog  oak  from  the  Isle  of 
Man'.  This  wood  had  a  special  significance  for  the  Duke  because 
the  Dukes  of  Atholl  had  been  hereditary  Lords  of  Man — the 
three  legs  of  Man  are  still  one  of  the  present  Duke's  heraldic 
devices — until  they  had  had  to  surrender  their  sovereignty  after 
the  '45.  The  first  (No.  1)  is  an  cboniscd  table,  the  octagonal  top 
supporting  a  slab  inlaid  with  a  chequered  design  of  specimen 
marbles.  The  trumpet-shaped  pillar  is  embedded  in  an  ormolu 
collar  of  chased  foliage  and  the  square  platform  base  is  inlaid  with 
a  continuous  key  pattern  in  brass.  The  ormolu  mounts  and  brass 


3.  A  work  table,  without  its  original  bag,  inlaid  with  an  oval  slab  of  green 
Glen  Tilt  marble.  Bullock  charged  the  Duke  of  Atholl  £14  14.  od.  for  it. 

inlay  typify  Bullock's  highly  individual  style  and  choice  of 
materials.  The  entry  in  the  invoice  reads:  'An  oblong  stand  en- 
riched with  inlaid  brass  and  bronze  ornaments  for  specimens  of 
marble  ....  ^18  18.  o.'  The  second  table  cost  ^21  and  is  des- 
cribed in  the  account  as  'a  circular  table  of  bog  oak  from  the  Isle 
of  Man  enriched  with  inlaid  brass'  (No.  2).  The  circular  band  of 
repeating  foliate  inlay  on  the  top  of  the  table  is  again  typical  of 
his  work.  Clifford  Musgrave,1  while  discussing  the  technique  of 
inlay  and  buhl-work  during  the  Regency  period,  writes: 

'this  second  main  class  of  buhl-work — referring  to  this  con- 
tinuous type  of  foliate  decoration  and  all-over  treatment" — also 
includes  many  articles  of  beautiful  quality,  in  which  the  con- 
tinuous designs  are  formed  of  leaf  and  flower  shaped  orna- 
ments, more  delicately  and  finely  formed  than  the  simple 
early  examples.  Sometimes  small-scale  separate  motifs  are 
joined  in  strip  form  to  make  a  continuous  pattern.  It  is  designs 
such  as  these  that  one  imagines  may  have  been  inspired  if  not 
executed  by  George  Bullock'. 
How  right  Mr.  Musgrave  was  in  his  conjecture.  Bullock,  in- 
deed, was  the  exponent,  if  not  originator,  of  this  form  of  inlay,  as 
can  be  seen  from  many  of  his  pieces  that  are  illustrated  in  this 
article.  The  third  table,  for  which  he  charged  ^14  14.  0.  is  des- 
cribed as  'A  work  table  of  bog  oak,  marbled,  inlaid  brass,  blue 
velvet  bag'  (No.  3).  Its  rectangular  top  is  inlaid  with  an  oval 
panel  of  the  local  Glen  Tilt  marble,  but  its  velvet  work  bag  has 
now  disappeared. 

However,  the  most  important  pieces  by  George  Bullock  that 
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4.  One  of  the  pair  of  larchwood  cabinets  made  by  Bullock  for  Blair  Castle. 
The  price  was  reduced  from  jQ6o  to  ^40  each. 

remain  at  Blair  Castle  are  the  pair  of  larchwood  cabinets  (No.  4) 
in  the  State  Drawing  Room.  They  each  have  a  pair  of  panelled 
doors  enclosing  shelves  and  drawers,  the  latter  with  locks  by 
Bramah  and  running  on  channelled  side  grooves  in  the  same 
manner  as  drawers  were  hung  during  the  seventeenth  century  in 
England.  The  larchwood  veneers  are  contrasted  with  ebonised 
surfaces  and  he  thus  appears  to  have  had  a  premonition  of 
Richard  Brown's  words  in  his  Rudiments  of  Drawing,10  1822, 
when  the  latter,  writing  after  Bullock's  death,  said  of  him: 
'.  .  .  he  appears  to  have  been  peculiarly  happy  in  his  mouldings, 
which  were  of  true  Grecian  taste,  sharp,  bold,  and  well  relieved. 
Some  members  were  stained  black,  while  others,  for  diversity 
retained  their  native  colour'.  The  borders  are  decorated  with  a 
buhl-work  design  of  ivy  leaves,  harebells  and  stylised  flower- 
heads  (No.  5).  And  as  Brown,  once  again  so  aptly,  wrote:10 
'sometimes  the  buhlwork  15  sunk  in  brass,  and  on  other  occasions 
the  counterpart  is  of  the  same  wood  as  the  furniture  itself.  The 
account  from  Bullock's  firm  of  12th  February,  18 19 — he  having 
died  on  1st  May,  18 18,  see  below — is  as  follows: 

'2  larchwood  cabinets  very  richly  ornamented  and  inlaid  with 
brass,  handsome  brass  mounts  and  moulding  round  the  top, 
60"  £1200.  0. 

Sawing,  landing,  working  and  polishing  2  Glen  Tilt  marble 
slabs  for  ditto  .£1017.0. 

Deduction  off  of  two  cabinets  to  be  charged  40  gns.  each  in- 
stead of  60  gns.' 

The  exact  meaning  of  the  wording  of  the  account  is  not  en- 
tirely clear,  but  it  appears  that  Bullock's  firm  had  overcharged 
the  Duke  by  about  a  third  of  the  total  cost,  and  were  accordingly 
forced  to  correct  their  bill.  However,  the  whole  matter  probably 
hinges  on  an  entry  in  the  same  account  for  12th  July,  18 17,  when 
a  third  cabinet,  which  has  now  disappeared,  was  also  ordered. 
This  entry  is  about  eighteen  months  prior  to  the  one  quoted 
above  and  it  appears  that  the  Duke  was  so  pleased  with  the 
cabinet  that  he  ordered  another  pair  to  be  made  en  suite  with  it. 
He  was  not,  however,  quite  so  satisfied  when  he  was  charged 
£60  for  each  cabinet  instead  of  the  £45  that  he  had  paid  for  the 
first  one — hence  the  deduction.  The  two  entries  cannot  refer  to 
the  same  cabinets — one  might  have  supposed  that  the  second 
entry  was  an  account  rendered — because  they  are  both  part  of  the 


5.  Detail  of  No.  4.  Note  Bullock's  typical  continuous  bands  of  foliate  and 
floral  inlay  in  brass. 


6.  One  of  a  pair  of  larchwood  circular  tables  for  which  Bullock  charged 
£6  6.  od.  each. 

same  account  and  the  amounts  charged  for  both  are  included  in 

the  total.  The  entry  for  the  single  cabinet  reads: 

'July  12th  1817.  A  cabinet  with  drawers  of  larchwood  the 
pannels  of  doors  of  brass  and  ebony  two  columns  enriched 
much  brass  and  ebony  ornomcnts  and  brass  mount  moulding 
round  the  top  £45 

A  slab  of  Glen  Tilt  marble  at  top,  6  ft.  2  ins  £3  1 4.  o.' 

It  seems  strange  that  one  of  the  three  cabinets  should  have  dis- 
appeared, but  there  seems  to  be  no  other  way  in  which  to  explain 
the  strange  wording  of  the  account  and  the  reason  why  the  Duke 
refused  to  honour  it  in  the  form  in  which  it  was  originally  pre- 
sented. Finally,  there  is  an  interesting  reference  to  the  cabinets  in  a 
letter  written  by  Bullock  to  the  Duke  on  8th  December,  18 17,  in 
which  he  says:  'the  cabinets  for  Dunkeld  are  proceeding  with 
as  expeditiously  as  the  wood  will  permit'.  The  cabinets,  or 
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7.  A  similar  sofa-table,  (cf.  No.  6)  which  illustrates  Bullock's  partiality  for 
indigenous  woods. 


8.  A  marquetry  writing-table  in  the  style  of  Louis  Quatorze  which  tradi- 
tion holds  was  made  by  Bullock,  but  may  have  been  made  by  Joseph 
Gianinetty,  for  ,£21. 


commodes,  were  not,  therefore,  originally  ordered  for  Blair 
Castle  as  one  might  have  supposed. 

These  cabinets  were  conceived  as  part  of  a  set  for  on  the  same 
date  we  find  the  following  entries: 

'3  circular  larchwood  tables,  1  at  £6  6.  o.    _£i8  18.  o. 

1  larchwood  sofa  table  top  6  6.0.' 

Two  of  the  circular  larchwood  tables  are  still  in  the  Ball- 
Room  (No.  6),  and  they  arc  typical  examples  of  their  period  with 
their  cusped  pyramidal  supports  and  scrolled,  snail-like  feet.  The 
sofa-table  (No.  7)  has  also  been  identified  and  when  one  ex- 
amines it,  it  can  only  too  readily  be  understood  why  Bullock 
fought  such  a  lone  battle  as  champion  of  British  home-grown 
woods. 

Finally,  a  marquetry  and  ebony  kneeholc  writing  table  is 
illustrated  in  No.  8.  Tradition  has  always  held  that  it  was  made  by 
Bullock  and  he  would  have  certainly  been  much  in  favour  of  its 
Louis  Quatorze  design.  Unfortunately  no  documentary  evidence 
remains  to  support  his  claim.  There  is,  however,  a  receipt  dated 
19th  January,  1770,  from  a  certain  Joseph  Gianinetty.  the  text  of 
which  reads:  'Received  of  his  Grace  the  Duke  of  Atholl  the  sum 


of  twenty  one  pounds  sterling  for  a  very  fine  inlcad  writing  desk 
bv  me.'  One  would  much  more  readily  date  this  desk  to  the 
second  decade  of  the  nineteenth  century  than  to  1770,  but  as  it  is  a 
copy  of  an  earlier  style  and  has  probably  never  been  moved  from 
the  room  in  which  it  stands  today — thus  accounting  for  the  fact 
that  it  is  still  in  its  pristine  condition — the  case  must  remain  notik 
proven.  _ 

1  To  be  continued 

NOTES 

1  See  Brian  Rcadc,  Regency  Antiques,  London.  1953,  pages  63-71  and  Clifford  Mus- 
grave.  Regency  Furniture,  London,  1961,  pages  80-82. 

2  Bullock  specialised  in  making  Mona  marble  mantelpieces — the  marble  being 
quarried  in  Anglesey  and  from  there  probably  shipped  to  Liverpool. 

3  I  am  indebted  for  much  of  the  above  information  to  Mr.  Brian  Reade's  publica- 
tion— see  note  I  above. 

4  See  Scott's  Letters,  passim. 

5  Maria  Edgeworth.  Lite  and  Letters,  vol.  2,  page  276. 

*  Aston  Hall.  Birmingham,  originally  the  home  of  the  Holte  family,  is  now  a 
Country  House  Museum. 

1  Louis  Le  Gaigneur,  who  had  opened  a  'buhl  factory'  at  19  Queen  Street.  Edg- 
ware  Road.  London  in  1815,  and  Thomas  Parker,  whose  premises  were  in  Air 
Street,  were  both  rivals  to  Bullock  111  this  field. 
■  Blair  Castle  archives. 

9  Author's  explanatory  note. 

10  See  above  in  text. 
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Dietrich  Ernst  Andre 


his  work  in  England 


JOHN  HARRIS 


BECAUSE  Andre  (c.  1680 — c.  1734)  was  born  in  Mitau  m 
the  Russian-Polish  province  of  Courland,  he  frequently 
appears  in  literature  as  Andrea  or  Courlando  and  signs  his  works 
AC  or  Andrea  Courlandicus.  We  first  find  him  in  Konigsberg  as  a 
pupil  of  the  Dutch  painter  Justus  van  Bcntum;  then  in  Brunswick 
when  he  was  employed  between  171 7  and  1719  by  Duke 
August  Wilhclm  to  paint  ceilings  in  the  Grauhof.  To  this  period 
may  also  belong  the  genesis  of  his  liking  for  mythological  sub- 
jects and  his  remarkably  assured  and  stylish  self-portrait  (No.  1). 
The  Duke  apparently  wanted  to  send  Andre  to  Italy  for  further 
studv,  but  released  him  to  go  to  Holland  instead.  One  can  only 
speculate  that  here  the  painter  acquired  his  reputation  for 
shadowed  modelling  and  monochrome  or  grisaille  pictures.  But 
he  was  not  in  Holland  for  long;  for  about  1722  someone  had  en- 
couraged him  to  visit  London  as  a  tail-piece  to  the  influx  of  the 
Venetians  Ricci  and  Pellegrini  who  had  already  exhausted  their 
patronage  and  returned  to  the  Continent. 

Andre  may  have  been  motivated  by  one  or  other  considera- 
tion: to  paint  Richard  Arundcll's  staircase  at  34  Old  Burlington 
Street  (where  canvas  was  being  stretched  on  the  walls  in  1722), 
or  to  assist  Sir  fames  Thornhill  in  his  great  task  of  painting  at 
Greenwich.  Both  may  be  inter-rclatcd,  because  Arundell  was 
Surveyor-General  of  His  Majesties  Office  of  Works. 

At  Greenwich  Andre  made  a  surprisingly  ambitious  contribu- 
tion to  Thornhill's  programme,  for  on  the  walls  of  the  Upper 
Hall  he  painted  the  principal  compositions  on  the  west,  south  and 
north  sides:  George  I  and  his  Family;  the  landing  of  William  III 
at  Torbay ;  and,  as  his  most  characteristic,  the  landing  of  George 
I  at  Greenwich  (No.  2).  He  also  painted  a  series  of  Virtues  in  the 
bricked-up  embrasures  of  the  windows  of  one  side  of  the  Great 
Hall.  According  to  Thornhill,  in  his  Explanation  of  the  Paintings 
published  in  1730,  'On  the  North  side  of  the  Hall  are  painted  in 
Niches  Eight  of  the  most  social  Virtues,  viz.  Humanity,  Benign- 
ity, Goodness,  Generosity,  Mercy,  Liberality,  Magnanimity  and 
Hospitality'.  In  The  Lives  of  the  Most  Eminent  Modem  Painters,  a 
compilation  of  1754  by  one  J.  B.  (James  Burgess?)  these  Virtues 
are  given  to  Andre.  Although  they  were  destroyed  about  1824 
their  character  may  be  preserved  in  the  oil  studies  of  Wisdom, 
Justice  and  Fortitude  (No.  3)  now  in  my  personal  collection. 

Andre's  painted  staircase  for  Richard  Arundell  has  also  gone, 
and  Vertue  tells  us  this  was  another  collaborative  project.  In  1736 
he  mentions  Giovanni  Nicolo  Servandoni  (1695-1766)  as  having 
painted  it  joyntly  with  Andrea  History  Painter'.  But  if  Andre 
left  England  in  1724  (a  date  provided  by  Heineckcn)  he  may 
never  have  completed  Arundcll's  staircase,  necessitating  the 
commission  to  Servandoni.  The  presence  in  London  of  this 
scenographer  and  decorator,  as  well  as  elusive  traveller,  in  the 
early  1720's  would  illumine  the  reasons  for  his  Wren-inspired 
designs  made  in  1732  for  the  facade  of  St.  Sulpice.  Behind 
Andre's  short  stay  one  senses  dissatisfaction  with  the  state  of 
painting  111  England,  or  with  the  prospects  for  future  patronage. 
His  cold  chiaroscuro  style  may  not  have  appealed  to  the  English 
inured  to  the  colourful  palettes  of  Vcrrio  or  Laguerre. 

At  his  most  characteristic  Andre  is  not,  however,  to  be  found 
at  Greenwich,  but  at  Hovingham  Hall,  Yorkshire,  where  he  con- 
tributed to  a  decorative  programme  of  tantalisingly  obscure 


1.  D.  E.  Andre.  Self-portrait ,  c.  1719.  Herzog  Anton  Ulrich-Museutn,  Braun- 
schweig, Germany. 


provenance.  The  principal  work  is  a  Sacrifice  to  Apollo  (No.  4), 
a  monochrome  on  gold  mosaic  ground,  signed  by  Sebastiano 
Ricci.  Its  pendant  is  a  Sacrifice  to  Diana  (No.  5)  signed  Andrea 
Courlandicus.  These  are  accompanied  by  three  more  mono- 
chromes by  Andre:  Minerva  with  the  Gorgon's  head  driving 
away  Venus,  while  Time  clips  Cupid's  wings  (No.  6) ;  and  two 
lesser  trophies  emblematic  of  the  Arts. 

These  paintings  were  not  originally  installed  at  Hovingham. 
They  were  an  acquisition  by  Thomas  Worslcy  II  who  succeeded 
and  came  to  live  in  the  house  in  1750,  and  occupied,  from  1760, 
the  same  post  of  Surveyor-General  as  did  Arundell  twenty  years 
earlier.  This  may  be  a  coincidence  of  some  significance.  Because 
Ricci  had  left  England  by  1717  his  collaboration  with  Andre  is 
not  possible  if  the  Apollo  was  painted  in  England.  An  anony- 
mous patron  must  therefore  be  sought  who  would  have  em- 
ployed Andre  for  pendants  between  1722  and  1724.  Although  the 
harmony  of  the  iconographic  scene  is  disturbed  bv  the  intrusion 
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2.  D.  E.  Andre.  The  Landing  of  George  I  at  Greenwich.  North  wall  of  the 
Upper  Hall,  Royal  Hospital,  Greenwich. 


of  Minerva  and  Time,  there  is  the  possibility  that  its  counterpart 
is  the  picture  at  present  in  the  possession  of  the  Sabin  Galleries  and 
illustrated  on  the  cover.  Here  (No.  7  and  cover)  may  be  found 
Time,  Diana  and  Apollo,  Venus  and  Cupid.  Although  the  Sabin 
picture  is  smaller  than  the  Hovingham  one  it  has  probably  been 
cut-down.  In  quality  it  is  perhaps  Andre's  masterpiece. 

Because  the  Sabin  picture  was  neither  listed  by  Arthur  Young 
in  1769,  nor  by  Thomas  Worslcy  in  1777,  a  Hovingham  pro- 
venance is  unlikely.  So  one  must  return  to  the  anonymous  patron 
of  Ricci  and  Andre  early  in  the  century.  Is  it  not  an  odd  coin- 
cidence that  Andre's  private  work  should  be  found  in  only  two 
collections,  and  both  of  Surveyor-Generals  of  the  Otfice  of 
Works »  Until  it  is  disproved  I  think  it  worth  offering  the  suggest- 
ion that  Worslcy  may  have  found  his  Ricci-Andre  programme 
in  the  Works'  official  residence  at  Kensington  and  purloined 
them  for  Hovingham.  This  would  then  point  to  Arundell  as 
having  been  Andre's  sole  patron. 

At  Hovingham  the  programme  was  further  enlarged.  Young 
saw  the  Ricci  and  Andres  in  the  Doric  Room,  but  did  not  relate 
them  to  a  Fortune  and  Prudence  hanging  in  the  Great  Room  on 
the  first  floor.  To  him  these  were  a  pair  of  anonymous  mono- 
chromes. Worsley  is  more  enlightening,  and  in  his  Catalogue 
gives  them  to  G.  B.  Cipriani,  a  stylistically  sound  attribution. 
Worsley,  of  course,  should  know,  because  Cipriani  was  a 
colleague  of  his  friend  Sir  William  Chambers,  then  Comptroller 
of  the  Works.  Since  Worslcy's  day  Prudence  has  disappeared  and 
only  Fortune  remains  (No.  8),  exactly  the  size  of  Andre's  Min- 
erva picture.  The  Green  Room  Passage  at  Hovingham  contains 
three  monochrome  panels  of  disporting  putti  attributed  to  an 
eighteenth-century  'Bamboccio'.  These,  too,  belong  to  the 
Ricci-Andre-Cipriani  programme,  but  they  do  not  appear  to 
be  of  Worsley's  time. 
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4.  Sebastiano  Ricci.  The  Worship  of  Apollo.  Sir  William  Worsley,  Bt.,  Hovingham  Hall,  Yorkshire. 


5.  D.  E.  Andre.  The  Worship  of  Diana.  Sir  William  Worsley,  Bt. 


6.  D.  E.  Andre.  Minerva  with  the  Gorgon's  head  frightens  away  Venus,  whilst 
Time  clips  Cupid's  wings.  Sir  William  Worsley,  Bt. 


7.  D.  E.  Andre.  I  ime  with  Apollo  and  Diana.  The  Sahin  Galleries,  London 


8.  G.  B.  Cipriani.  Fortune.  Sir  William  Worsley,  Bt. 


NOTES 

I  am  much  indebted  to  Sir  William  A.  Worsley,  Bt.,  tor  his  hospitality  at  Hoving- 
ham  and  for  allowing  me  to  reproduce  his  paintings;  also  to  Mr.  Marcus  Worsley 
for  similar  kindnesses.  There  is  no  need  to  state  how  much  I  have  relied  upon  Mr. 
Edward  Croft-Murray's  account  of  Andre  in  his  Decorative  Painting  in  England 
1537-1837,  1962.  The  self-portrait  is  reproduced  by  permission  of  the  Herzog 
Anton  Ulrich-Museum.  Brunswick. 

J.  B.  (James  Burgess?),  The  Lives  of  the  Most  Eminent  Modem  Painters  by  J.B.,  1754, 
137. 

Dezallier  d*Argenville,  A.  J.,  Abrege  de  la  Vie  des  plus  Fameux  Peintres,  1745,  11,  229. 
Heinecken,  C.  H.,  \:achrichten  von  Kunstlem  und  Kunst-Sachern,  11,  1768,  15-17. 
London  County  Council,  Survey  oj  London,  XXXII,  1963,  511. 
Thornhill,  Sir  James,  A  Catalogue  of  the  Intire  Collection  belonging  to  Sir  James  Thorn- 
hill  ....  Cock,  24,  25,  February  1735.  (Cf.  Lot  25  on  second  day:  'Jupiter  and 
Pomona  by  Signior  Andrea"). 

Thornhill,  Sir  James,  An  Explanation  of  the  Painting  in  the  Royal  Hospital  at  Green- 
wich, 1730. 

Vertue,  George,  Notebook  III,  in  Walpole  Society  XXII,  1934,  62,  68,  74  ('Some 
time  ago  .  .  .  Andrea  a  painter  married  very  indifferently  and  a  folish  extravagant 
woman  which  he  left  here  and,  returned  to  Germany  again'). 

Worsley,  Thomas,  Manuscript  catalogue  of  the  works  of  art  at  Hovingham  Hall, 
1777. 

Worsley,  Sir  William  A.,  Pictures  at  Hovingham  Hall,  1964. 
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'The  Romantic  Era'  exhibition 


W.  G.  CONSTABLE 


AM  ID  ST  an  almost  tropical  growth  of  exhibitions  m 
-America  and  Europe,  'The  Romantic  Era',  brought  together 
at  the  Herron  Museum  of  Art  in  Indianapolis,  is  one  of  the  most 
lively  and  interesting.  The  title  perhaps  needs  explanation.  Con- 
ceived originally  as  a  comparison  of  French  and  British  painting 
from  1750  to  [850,  in  terms  of  work  of  the  highest  quality,  yet 
not  too  familiar  in  the  United  States,  inevitably  the  main  em- 
phasis had  to  be  on  the  great  masters  of  the  Romantic  period — 
Turner,  Constable  and  Delacroix.  Then  came  realization  that  in 
painters  of  an  earlier  generation  there  was  a  stirring  and  expres- 
sion ot  romantic  feeling,  which  opened  a  door  to  their  successors; 
and  that  on  a  generation  which  followed  them,  even  among 
painters  bred  in  neo-classic  doctrines,  the  great  romantics  left  an 
indelible  impress.  So  emerged  the  title  of 'The  Romantic  Era —  its 
Birth  and  Flowering'. 

In  the  central  group,  outstanding  are  Constable's  Leaping 
Horse,  most  generously  lent  by  the  Royal  Academy;  Turner's 
Breakers  on  a  Flat  Beach  (Tate  Gallery),  and  The  Slave  Ship 
(Boston);  with  Delacroix's  Weislinger  Captured  (St.  Louis)  and 
The  Fanatics  of  Tangier  (Toronto),  both  fine  examples  of  the 
artist's  feeling  for  movement  and  use  of  scintillating  colour. 
Among  the  work  of  contemporaries  are  such  notable  paintings 
as  Crome's  Mousehold  Heath  (Victoria  and  Albert  Museum), 
Fuscli's  Nightmare  (Detroit)  and  Blake's  Nebuchadnessar  (Boston) ; 
together  with  an  early  portrait  by  David,  then  still  working  111 
the  eighteenth-century  tradition;  Gros'  Murat  at  the  Battle  of 
Aboiikir  (Detroit) ;  and  Gericault's  Riderless  Horse  Race  (Walters 
Gallery,  Baltimore). 

Predecessors  pointing  the  way  to  this  remarkable  group  include 
Chardin's  Rafraichissements  (Springfield,  Mass.),  one  of  his  gayest 
works;  Hubert  Robert's  Terrace  at  Marly  (Kansas  City),  full  of 
nostalgic  charm;  Fragonard's  unconventional  portrait  of  him- 
self painting  a  miniature  (California  Palace  of  the  Legion  of 
Honor,  San  Francisco) ;  Hogarth's  The  Distressed  Poet  (Birming- 
ham) ;  Reynolds'  Cupid  as  a  Link  Boy  (Buffalo) ;  Wilson's  Snow- 
dou  (Nottingham);  and  Wright  of  Derby's  High  Tor  of  Matlock 
(Detroit). 

Later  painters,  nourished  on  romantic  sentiment  and  the  means 
devised  for  its  expression,  include  Corot,  a  particularly  charming 
example  being  his  Jutnieges  (Smith  College),  and  the  Barbizon 
painters,  among  them  J.  F.  Millet,  with  a  magnificent  Quarriers 
(Toledo),  comparable  to  Daumier  at  his  best.  Among  the  British 
paintings  are  examples  of  Wilkie,  the  little-known  Bride  at  her 
Toilet  (Edinburgh);  Bonington,  A  Coast  Scene  with  Windmill, 
recently  shown  in  England,  and  The  Doge's  Palace  (Maiden, 
Mass) ;  Dyce,  George  Herbert  at  Bemerton  (Guildhall) ;  and  John 
Brett,  The  Stonebreaker  (Liverpool)  with  its  anticipation  of 
Impressionist  technique  to  these  arc  added  three  superb  early 
Pre-Raphaelite  paintings:  Holman  Hunt's  Two  Gentlemen  of 
Verona  (Birmingham);  Millais'  Return  of  the  Dove  to  the  Ark 
(Ashmolean),  and  his  Autumn  Leaves  (Manchester). 

This  bare  recital  of  names  and  titles  cannot  do  the  exhibition 
justice;  but  at  least  it  may  give  some  idea  of  how  it  brings  w  ide 
variety  into  unity,  and  of  its  high  level  of  excellence.  Also,  it 
w  ill  give  some  idea  of  the  whole-hearted  collaboration  from 
lenders,  limited  only  by  previous  commitments,  which  made  the 
exhibition  possible.  The  catalogue  is  worthy  of  the  event,  every 


painting  being  reproduced  in  colour,  with  a  most  perceptive 
introduction  and  a  commentary  on  each  picture  by  Mr.  Curtis 
Colev,  Curator  of  the  Herron  Museum  of  Art. 


Hubert  Robert.  The  Terrace  at  the  Chateau  de  Marly. 
Nelson  Gallery  of  Art,  Kansas  City. 


William  Rockhill 


Eugene  Delacroix.  The  Capture  of  Weislinger.  City  Art  Museum  of  St.  Louis. 
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Contributed  by  Adrian  Bury 


J.  N.  Sartorius.  Full  Cry.  Canvas  27  •  37  in.,  signed  and  dated  1784.  The  Rutland  Gallery. 


Pleasing  Pictures 


J.  C.  Ibbetson.  The  Longdate  Pikes.  One  of  a  pair,  20  •  26  in.  Messrs.  Siilch  and  Martin. 


THE  spring  exhibition  of  nineteenth-century 
paintings  by  English,  Dutch  and  Italian 
artists  at  Messrs.  Patterson  &  Shipman  (19 
Albemarle  Street,  London  W.i)  is  attractive  in 
that  it  combines  the  picturesque  with  impeccable 
craftsmanship.  Most  of  these  artists  escaped  the 
influence  of  Impressionism  and  concentrated  on 
the  literal  effect. 

I  have  seen  innumerable  pictures  of  the  Grand 
Canal,  Venice,  by  artists  good  and  bad.  The 
name  of  Fcderico  del  Campo  was  unknown  to 
me  until  I  saw  his  painting  of  the  C'a  D'Oro, 
dated  1897.  The  detailed  drawing  of  the  intricate 
architecture,  replete  with  texture  of  marble, 
stone  and  iron-work  is  quite  remarkable,  and 
while  the  style  looks  highly  finished  from  a  dis- 
tance it  has  freedom  and  spontaneity  on  close 
examination.  On  the  whole  the  work  is  more 
accurate  and  realistically  lit  than  that  of  some  of 
Canaletto's  followers  who  have  leapt  within 
recent  years  into  the  high  price  category.  Noth- 
ing is  recorded  about  del  Campo  except  that  he 
was  born  in  Lima,  Peru,  was  a  pupil  of  Lorenzo 
Valles  and  painted  Venetian  scenes.  The  year  of 
his  birth,  and  when  and  where  he  died  do  not 
appear  in  the  art  dictionaries. 

A  small  picture  by  J.  C.  Klinckenberg  (1852- 
1924)  of  a  Dutch  canal  with  houses  reflected  in 
the  water  and  a  skilful  contrast  of  warm  and  cold 
colours  is  a  pleasant  work  by  an  artist  well 
represented  in  the  Dutch  public  galleries,  in- 
cluding the  Rijksmuseum.  One  of  the  many 
Kockkoeks  (there  were  eight  of  them)  is 
also  to  the  fore  with  some  characteristic  works. 

The  Sartoriuses 

ACCORDING  to  a  plaque  on  the  wall,  J.  F. 
Sartorius  lived  in  a  house  in  Old  Church  Street, 
Chelsea  for  some  years.  Not  far  away  (at  266 
Brompton  Road,  S.W.3)  the  enterprising  Rut- 
land Galleries  have  devoted  their  current  show 
to  the  work  of  the  Sartoriuses,  of  whom  there 
were  several  generations  of  sporting  artists. 
Their  hunting  and  racing  pictures  done  during 
the  eighteenth  and  early  nineteenth-centuries 
must  run  into  many  hundreds,  and  the  concen- 
tration of  various  examples  at  the  Rutland 
Galleries  gives  one  an  idea  of  their  respective 
styles. 

John  and  Francis  Sartorius,  who  were  the  sons 
of  Jacob,  a  Nuremberg  engraver,  retained  the 
primitive  vision  and  touch,  despite  the  progress 
of  animal  painting  during  their  lifetime.  Their 
work  is  valuable  mostly  as  records  ot  famous 
racehorses.  With  John  Nost  Sartorius  we  have  an 
artist  with  more  knowledge  of  animals  as  well 
as  landscape.  He  had  considerable  success.  Ins 
patrons  including  the  Prince  of  Wales,  Lord 
Derby,  Sir  Charles  Bunbury  and  Charles  James 
Fox.  John  Nost  had  two  sons,  Francis  and  John 
F.  The  latter  was  the  last  member  of  the  family 
to  paint  sporting  pictures.  His  brother  broke  the 
tradition  by  painting  marine  subjects. 
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Pierre  Subleyras.  Madonna  and  child  with  adoring  saints.  29*  X  24J  in.  The  Lasson  Gallery. 


Ibbetson  and  Wilson 

SINCE  Richard  Wilson,  unable  to  sell  his  works, 
died  in  comparative  obscurity  and  poverty  it 
says  much  for  the  idealism  of  Julius  Caesar 
Ibbetson  that  he  founded  his  art  to  some  extent 
on  Wilson's  style.  Ibbetson  was  about  twenty- 
Biree  when  the  greater  artist  died  in  1784.  I  have 
seen  several  pictures  by  this  subtle  and  poetic  p. mi- 
ter that  come  commendably  close  to  Wilson's 
Banner  and  vision  though  not  necessarily  plagiar- 
ise. Both  artists  had  temperaments  in  common. 
Two  such  examples  are  at  Messrs.  Sutch  &  Martin 
(11  Bury  Street,  S.W.i),  namely  Longdate  Pikes 
and  Windermere.  The  Langdale  Pikes  is  particu- 
larly appealing  for  its  atmospheric  truth  and  the 
lively  realisation  of  cattle  in  the  foreground. 

An  amusing  entry  in  Farington's  Diary  for 
November  3rd  1801  has  this  to  say  about  Ibbet- 
son. 'The  Person  who  shewed  us  the  Waterfall 
at  Sir  Michael  Flemings  told  mc  that  Ibbetson 
resides  at  Clappersgate,  abt  \  a  mile  from  Amble- 
side, 6V  that  He  was  lately  married  to  a  young 
woman  daughter  to  a  weaver  at  that  place  who 
Be  had  taken  to  be  his  servant.  She  was  not 
twenty  years  of  age.  He  is  instructing  her  in 
drawing  and  the  guide  said  "is  very  artful  &' 
ingenious  indeed".' 

Two  small  pictures  by  Wilson  himself  in  the 
same  gallery,  versions  of  L'Anconnetta  and 
Dolluudani  Castle  confirm  the  influence  that 
Wilson  exerted  on  some  of  his  contemporaries 
and  artists  who  came  after  him. 

Lasson  Galleries 

AN  exhibition  of  French,  Italian  and  Hutch 
masters  has  just  opened  at  the  Lasson  Galleries, 
(57  Jermyn  Street,  S.W.i).  A  small  size  Holy 
Family  by  Joseph  Heinz  and  still-life  subjects  by 
Van  der  Ast  and  Van  Royen  arc  charming 
examples  by  these  artists.  The  large  Pellegrini 
with  a  classical,  historical  motive  has  exceptional 
dramatic  force,  and  it  is  interesting  to  compare 
this  with  the  Madonna  and  Child  surrounded  by 
adoring  prelates  by  Pierre  Subleyras.  The  former 
is,  of  course,  essentially  Italian.  The  latter  still 
retains  its  French  accent  although  Subleyras  was 
much  influenced  by  Italian  art,  working  for  the 
greater  part  of  his  life  in  Rome  and  dying  there. 

I  do  not  know  to  whom  to  attribute  a  picture 
of  a  Bacchanalian  feast  if  not  to  Boucher.  The 
nude  figures  and  the  general  sentiment  have 
much  in  common  with  the  French  master's 
style,  and  I  suggest  that  it  is  a  very  early  work, 
and  must  have  been  'in  hiding'  as  it  were  for  a 
long  time,  since  it  is  not  recorded. 

Another  picture  that  remains  for  the  nonce 
unauthenticated  is  the  View  of  the  Piazza  del 
Popolo,  having  characteristics  of  both  Vanvitelli 
and  Pannini.  Two  works  by  Pieter  van  Bloemen 
of  a  Roman  riding  school  and  a  portrait  of  Ade- 
laide of  Savoie  by  Pierre  Gobert  are  also  notable 
in  a  stimulating  collection. 

English  Paintings  and  Drawings 

TOPOGRAPHICAL  and  other  associative 
interest  concerns  a  beautiful  oil  painting  of 
Marble  Hill  Cottage  by  J.  J.  Chalon  at  Messrs. 
Appleby  (10  Ryder  Street,  S.W.i).  It  was  one 
of  the  residences  of  Robert  Vernon  (1 774-1 849) 


who  presented  over  150  pictures  by  English 
artists  to  the  nation  two  years  before  he  died. 
Vernon  made  a  huge  fortune  by  supplying 
horses  to  the  British  army  for  the  campaigns 
that  culminated  in  Waterloo. 

Of  the  many  and  various  old  English  water- 
colours,  Turner's  Oberwesel,  originally  belonging 
to  Ayscough  Fawkes,  is  the  most  important.  A 
combined  effort  by  Thomas  Malton  and  Row- 
landson  of  Bradwcll  House,  Essex  is  an  unusual 
example  of  Rowley's  adaptability  in  this  respect 
although,  of  course,  he  collaborated  with  Pugin 
by  putting  in  the  figures  for  The  Microcosm  oj 
London.  Lear  enthusiasts  will  find  several  works 
by  this  artist,  the  best  of  which  is  a  brilliantly 
spontaneous  sketch  in  pen  and  wash  of  the  Pass  ol 
Bavella,  Bocca  di  Valore.  Peter  de  Wint  is  repre- 
cnted,  as  is  John  Varlcy,  whose  mountain  sub- 
ject, probably  unfinished,  is  all  the  better  for 
that  in  its  dignified  simplicity.  I  have  not  seen  a 
more  poetic  drawing  by  Sir  George  Beaumont, 
albeit  strongly  under  Gainsborough's  influence. 
I  low  well  Robert  Adam,  the  architect,  could 
draw  is  obvious  in  an  architectural  capriccio. 
Hearne,  Cox,  David  .Roberts,  and  Chirmery  arc 
other  masters  in  a  comprehensive  collection. 


A  John  Exhibition 

THE  Upper  Grosvenor  Galleries  arc  to  be  con- 
gratulated on  having  assembled  so  many  of 
Augustus  John's  drawings,  and  the  exhibition 
now  running  (at  19  Upper  Grosvenor  Street, 
W.l)  is  an  aesthetic  treat.  This  is  .1  loan  exhibition 
111  aid  of  the  Augustus  John  Memorial  Fund.  The 
Queen  Mother  and  many  well  known  collectors 
have  lent  drawings.  John  still  stands  supreme  as  a 
draughtsman.  May  the  youngest  generation  of 
students  go  and  study  these  admirable  works, 
and  be  influenced  accordingly.  It  is  high  time 
that  there  was  a  revival  of  fine  draughtsmanship. 

In  Fulham  Road 

THE  quest  of  antique  furniture,  silver  and  old 
pictures,  once  the  privilege  of  the  cultured  few, 
has  increased  enormously  during  the  last  few 
years,  and  the  number  of  good  shops  dealing  in 
such  rarities  is  spreading  from  the  west-end  to  the 
suburbs.  With  wider  appreciation  and  money  to 
spend  a  larger  public  is  looking  for  works  of  art 
and  craft  that  have  survived  the  passage  of  time. 
Mr.  de  Haviland  has  recently  opened  (at  82  Ful- 
ham Road  S.W.3)  and  is  specialising  on  fine 
examples  of  furniture  and  silver. 
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A.  Tapics.  Grist  et  Rose,  1957.  Canvas  28/      36  in.  Messrs.  Arthur  Tooth  and  Son. 


Art  in  the  modern 


manner 


ALASTAIR  GORDON 


Frank  Roth.  Juillct,  1962.  Canvas  54  42 
in.  Hamilton  Galleries. 


TH I S  month  the  Tate  Gallery,  in  honour- 
ing his  memory  with  a  one-man  show, 
underlines  the  value  to  post-war  American 
painting  of  Arshile  Gorky.  He  was  an  Armenian 
by  birth,  emigrating  to  the  United  States  in  1920 
at  the  age  of  fifteen,  and  from  1925  until  his 
death  by  suicide  in  1948  he  was  a  gradually  in- 
creasing influence  on  the  art  of  his  adopted  land. 
He  himself  had  been  influenced  (and  formed  his 
own  personal,  unique  style)  from  cubism  and 
surrealism,  particularly  Picasso,  Miro  and  Duch- 
amp.  This  combination,  and  its  eventual  con- 
summation in  Gorky's  artistic  maturity,  made 
him  a  bridge  between  the  cultures  of  Europe  and 
America.  But  in  no  sense  a  hybrid,  for  he  was 
far  too  big  a  man  to  be  anything  but  Gorky  the 
painter,  true  only  to  himself,  and  no  imperson- 
ator of  others. 

His  was  an  intense,  an  overwhelming  temper- 
ament, desperately  concerned  for  the  eyes  to  act 
as  conductors  of  emotions  and  impressions. 
Looked  at  as  representations  his  works  become 
meaningless,  for  he  painted  in  code.  Just  as  the 
dots  and  dashes  of  morse  can  be  made  intellig- 
able  to  those  who  can  read  it,  so  the  electric 
shapes,  the  changing  flows  of  energy,  the  vary- 
ing dynamics  of  mobility,  the  moods  of  colour 
of  Gorky's  cryptic  rhythms,  can  be  interpreted 
by  minds  whose  eyes  can  read  the  language. 
Within  a  rectangle  of  paint  he  achieves  for  us 
changes  ot  feeling  by  dramatic  metamorphoses 
of  colour  and  linear  energy.  The  shapes — now 
soft,  now  violent,  arc  precariously  reminiscent 
of  nature,  indeed  are  a  symposium  of  physical 
experience.  His  work  induces  a  thrill  to  the 
senses  which  is  beyond  reason :  by  their  very 
nature  they  have  to  defy  analysis.  Willcm  de 
Kooning,  on  first  visiting  Gorky's  studio  after 
his  death  wrote  '.  .  .  the  atmosphere  was  so 
beautiful  that  I  got  a  little  dizzy.  .  .  .  Sweet 
Arshile,  bless  your  dear  heart.' 

Few  private  galleries  in  London  have  a 
reputation  that  stands  as  high  as  Arthur  Tooth  & 
Sons.  The  fact  that  they  deal  in  painters  ranging 
from  Canaletto  to  Dubuffet,  from  Reynolds  to 
Pop  Art  is  a  proof  of  strength,  not  a  confession 
of  weakness.  Modern  Art  has  not  confounded 
the  pre-Cezanne  ideals  of  art  but  has  expounded 
freedoms  which  had  always  existed  as  only 
hidden  elements  in  traditional  art.  Tooth's  have 
been,  and  still  are,  particularly  strong  in  the 
Impressionists,  the  last  of  the  (so  called)  old 
masters,  yet  have  not  been  content  to  stop  there, 
as  have  so  many  people. 

The  gallery  does  not  follow  any  particular 
line  or  school — they  exhibit  what  they  like 
rather  than  pander  to  what  is  commercially 
successful,  but  as  their  taste  is  sound  and  edu- 
cated, success  is  theirs  as  well.  Dubuffet,  one  of 
the  four  really  big  contemporary  French  artists 
still  alive,  exhibits  there;  so  do  Asger  Jorn  and 
Anton  Tapics.  The  gallery  was  one  of  the  first  to 
exhibit  our  own  home-grown  Pop  artists.  Re- 
cently they  have  held  exhibitions  of  naive  paint- 
ing collected  from  all  over  the  world.  Such 
diverse  contemporaries  as  these  alternate  with 
major  and  minor  French  Impressionists,  Stanley 
Spencer,  Matthew  Smith,  sometimes  simultane- 
ously. There  is  no  contradiction  in  this,  rather 
it  becomes  a  demonstration  of  the  changing 
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Sculptures  by  Apergis,  Burt  and  Mount.  Paintings  by  Gotnez-Raba  and  Zack.  Drian  Galleries. 


thought  and  tempo  of  the  ages.  Painters  like 
Dubuffct  and  Tapies  require  the  spectator  to 
'  become  active  participants,  entering  into  the 
creative  impulse  by  a  kind  ot  symbolic  immola- 
tion: a  less  beautiful  but  more  provoking  re- 
quirement than  that  asked  by  Corot,  Pissarro, 
Renoir. 

Although  the  Hanover  Gallery  is  less  than  20 
wears  old,  the  name  of  its  founder,  Erica  Brauscn, 
is  famous  and  respected  in  the  world  of  modern 
art.  The  gallery  she  presides  over  maintains  an 
atmosphere  of  volatile  innovation,  joyously 
pulling  new  rabbits  out  of  the  hat  for  a  public 
whose  initial  scorn  turns  to  respect  when  the 
rabbits  turn  into  lions.  The  volatility  has  an  un- 
expectedly sustained  quality. 

Particularly  strong  in  sculpture,  the  gallery 
first  introduced  to  London  one-man  shows  by 
Giacometti,  Marino  Marini,  Reg  Butler,  Wot- 
ruba  to  name  but  a  few.  Here  were  held  the  first 
six  post-war  exhibitions  of  Francis  Bacon.  There 
are  others  of  less  fame,  whose  names  were  first 
heard  of  in  Britain  at  this  gallery,  who  now 
advance  further  towards  fame;  a  fame  that  was 
inevitable  when  given  the  Brausen  accolade. 

What  is  this  gift  for  sensing  future  popularity 
in  present  obscurity?  Modern  art  is  a  jewel  of 
many  facets  that  to  most  of  us  has  no  clear  pre- 
dictable path.  To  try  and  anticipate  what  is  good 
and  be  right  every  time  is  impossible.  To  be 
right  most  of  the  time  requires  something  more 
than  flair  and  culture  and  knowledge.  I  am  con- 
vinced that  the  extra  faculty  required  is  not 
(surprisingly)  intellectual:  it  is  large-hearted 
humanitarianism. 

The  Hanover  Gallery  shows  no  signs  of  re- 
laxing the  deadly  serious  game  of  teasing  a  still 
unconvinced  public  by  showing  the  significant 
work  of  the  next  decade,  and  has  extended  its 
activity  to  Ziirich,  where  Gimpel-Hanover 
combines  two  of  London's  leading  modern 
galleries  under  one  roof. 

The  Hamilton  Gallery,  one  of  London's 
youngest,  started  in  1963.  It  set  out  at  once  by 
exhibiting  young  contemporaries,  a  brave  essay 
into  an  always  uncertain  market.  The  trend  is 
towards  a  semi-figurative  art  of  ebullient  carnal- 
ity, and  some  notable  introductions  to  London  of 
sculptors  and  constructors.  Memorable  amongst 
these  have  been  the  Canadian  Gladstone,  the 
German  Wertmann,  and  the  Japanese  Tajiri. 
The  American  Frank  Roth  illustrated  here  is  an 
abstract  painter  of  darting  jazz-like  energy 
modified  by  soothing  expansive  colour. 

The  New  Vision  Centre,  started  as  a  discus- 
sion group  in  a  cellar  by  Denis  Bowen  (includ- 
ing such  names  as  ALrr  Davie  and  Henry 
Mundy)  grew  eventually  into  a  place  where  the 
artists  of  the  group  exhibited  their  works.  It 
became  open  to  the  public  in  1956  and  was  the 
first  gallery  showing  entirely  abstract  work. 
Now  it  has  grown  to  include  the  first  floor  as 
well  as  the  cellar,  and  has  become  a  respected 
champion  of  tachistc  painting,  and  that  non- 
Euclidean  abstract  art  which  runs  under  the 
general  heading  of  spatialism.  It  does  not  build 
by  geometric  means  but  by  sensations  of  space 
created  by  the  inter-relation  of  sparse  and  fleet- 
ing astronomical  masses  suspended  in  voids. 
One  of  the  largest  galleries  in  terms  of  exhibi- 


tion space  is  the  Drian,  where  1  so  works  can 
hang  simultaneously.  Halima  Nalecz,  cheerfully 
carrying  the  whole  burden  of  this  large  enter- 
prise herself,  has  such  a  wide  range  of  painters, 
none  of  whom  is  miserly  with  colour,  that  the 
half  dozen  or  so  exhibition  rooms  have  the  tone 
of  the  brass  section  of  an  orchestra,  irrepressible, 
abundant,  ranging  the  spectrum.  The  theme  is 
expressionist,  both  figurative  and  non-represent- 


ational, and  particularly  attention  is  given  to 
abstract  landscape  art. 

The  Galleries:  Tate  Gallery,  Millbank,  London 
S.W.i.  Arthur  Tooth  and  Sons,  31  Bruton  Street, 
W.l.  Hanover  Gallery,  32a  St.  George  Street, 
W.i.  Hamilton  Gallery,  8  St.  George  Street,  W.l. 
New  Vision  Centre,  j  Seymour  Place,  W.  1 .  Drian 
Gallery,  5-7  Porchester  Place,  W.2. 
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Treasures  from  the  Churches  of  France 

THIS  Exhibition  is  a  complete  panorama  of 
French  religious  art  from  all  ages  and 
regions  (Museedes  Arts  Decoratifs  until  April  26). 
It  is  the  first  time  that  800  jewels  of  all  kinds, 
which  are  usually  confined  (or  on  the  contrary 
dangerously  within  reach)  in  churches,  chapels 
and  cathedrals,  have  been  effectively  gathered  to- 
gether. An  exhibition  of  this  sort  was  indeed 
organized  in  1900,  but  was  neither  so  re- 
presentative nor  so  numerous,  and,  besides,  the 
idea  then  was  that  the  ravages  of  time  should 
be  respected.  What  is  shown  here,  on  the 
contrary,  has  been  scrupulously  restored  and 
cleaned  in  the  hands  of  the  department  of 
Historical  Monuments. 

The  systematic  prospecting,  which  was  carried 
out  for  several  years  by  the  Inspectors  of 
Historical  Monuments  into  the  most  remote 
corners  of  the  countryside,  in  order  to  arrange 
this  exhibition  successfully,  has  resulted  in  many 
important  discoveries.  It  is  presented  rationally 
in  chronological  order,  and  within  this,  arrang- 
ed in  its  regions.  There  is  the  Ile-dc-France  with 
the  famous  ewer  from  Saint  I  Denis  ;  the  Beau 
Dieu  dc  Poissy,  a  fourteenth-century  master- 
piece recently  discovered  in  the  little  church  near 
Saint-Germain-en-Laye,  sculpture  of  unsuspect- 
ed quality  beneath  the  layers  of  dust  of  six 
centuries  which  covered  it;  the  jewels  of 
Arnegonde,  wife  of  Clotair  I,  son  of  Clovis 
(sixth  century) — rings,  fibulas,  and  ear  rings 
found  in  a  tomb  in  the  earth  of  the  basilica  of 
Saint-Denis.  From  the  church  of  Luceron  in  the 
Comte  of  Nice,  there  is  that  strange  fifteenth- 
century  Sainte-Marguerite  with  a  dragon,  which 
is  often  confused  with  Sainte-Marthe  and  the 
Tarasquc  (a  figure  of  an  imaginary  monster 
connected  with  Saint  Martha,  and  carried  .it  her 
feast  day,  July  29,  and  at  Pentecost  in  some- 
towns  in  the  south  of  France,  particularly  at 
Tarascon,  whence  the  name). 

Among  the  famous  statues  is  the  thirteenth 
century  Virgin  from  Evron  in  the  Maycnne, 
sculpted,  together  with  the  throne  and  the  Child 
she  bears,  from  a  single  tree^trunk,  and  plated  in 
chased  silver,  the  largest  known  silver  Virgin. 
From  the  treasure  from  the  ancient  Abbey  of 
Conques  in  the  Aveyron  is  the  head  of  Sainte- 
Foy,  in  gold  dating  from  the  late  Roman 
empire  (fifth  century);  the  statue  was  regilded  at 
the  end  of  the  ninth  century,  and  the  hands  arc  in 
gilded  silver  of  the  sixteenth  century.  From 
Saint-Sauveur  at  Aix  comes  a  collection  of 
tapestries  woven  at  the  beginning  of  the  six- 
teenth century  for  an  English  Sovereign  and 
bought  in  the  seventeenth  century  by  a  Pro- 
vencal patron  who  gave  it  to  his  cathedral.  On 
view  for  the  first  time  to  the  public  here  is 
Charlemagne's  precious  treasure  which  belongs 
to  Rheims  cathedral.  The  cathedral  of  Mans  has 
lent  the  famous  tapestries  of  Saint-Gervais  and 
Saint-Protais,  woven  in  the  Loire  region  at  the 
beginning  of  the  sixteenth  century  (part  of 


I.  Head  of  Sainte-Foy,  gold,  fifth-century;  from  the  treasure  from  Conques.  Musee  des  Arts 
Decoratifs. 


which  was  stolen  in  1962  and  returned  two  years 
later  by  the  repentant  thief). 

The  classical  era  is  not  neglected :  Protestant 
gold  and  silver;  curious  reliquaries  simulating 
anatomical  forms,  seem  astonishingly  modern; 
the  great  sanctuary  lamp,  in  solid  silver,  shaped 
like  a  royal  crown,  which  was  presented  to  the 
Abbey  of  Saint  Riquicr  by  Louis  XIV.  The 
visitor,  who  might  be  overcome  by  so  much 
accumulated  treasure  never  wearies,  thanks  to 
the  subtly  thought-out  variety  of  this  attractive 
display. 

The  magnificence  of  the  exhibits  is  a  manif- 
estation of  an  era  where  miracles  and  crusades, 
miracle  plays  and  new  churches  were  as  much 


a  part  of  everyday  life  as  they  are  removed  from 
our  own.  It  is  a  glorious  tribute  to  the  faith 
which  inspired  the  artists  and  craftsmen  working 
in  France. 

Twelve  painters  influenced  by  Bonnard 

EIGHTEEN  years  ago  Pierre  Bonnard  died  and 
his  influence  on  young  painters  is  still  as  strong 
as  ever.  At  the  Palais  dc  la  Mcditerranee  at  Nice, 
in  the  heart  of  the  mediterranean  light  which 
shines  through  nearly  all  Bonnard's  works, 
Pierre  Cabanne,  under  the  presidency  of  Jean 
Cassou,  has  grouped  twelve  young  painters 
round  this  master  from  Le  Cannet,  who  is 
represented  by  fifteen  major  canvases,  nearly  all 
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of  which  come  from  private  collections. 
Certainly  artists  such  as  Kallos,  Wogensky, 
Guitet,  Guiramand,  Bolin  or  Cottavoz  are 
painters  of  very  different  orders ;  if  they  approach 
Bonnard  at  all  it  is  more  in  spirit  than  in  style: 
they  all  have  in  common  what  he  has  taught 
them :  wonder  at  nature.  This  love  of  creation, 
this  quality  of  inspiration  is  interpreted  by  them 
in  a  glowing  palette,  reflecting  with  a  sort  of 
humility  the  brilliantly  coloured  areas. 

Bread  and  Wine 

FROM  where  does  the  vague  feeling  of  dis- 
appointment come,  which  assails  the  visitor  to 
the  Musee  Galliera  ? — from  the  mediocrity  of  the 
collection  offered.  Too  many  repetitions  and 
cliches,  and  too  many  uninteresting  canvases 
submerge  the  little  nucleus  of  canvases  of 
quality.  Serious  pruning  is  essential  in  order  to 
save  this  salon  of  'Peintres  Temoins  de  leur 
Temps',  now  having  its  fourteenth  show.  It 
needs  to  recruit  anew  for  values  which  would  be 
better  'witnesses'  of  present  day  preoccupations 
than  this  obedience  to  a  specified  subject.  The 
only  valid  witness  of  an  age,  at  the  last,  is  the 
genuine  artist,  who  cannot  reflect  his  age  since  he 
proceeds  from  it. 

The  Annees  Folles  of  the  Music  Hall 

TRUE  witnesses  of  their  age,  the  decorators  of 
the  Annees  Folles  never  stopped  to  query  the 
validity  of  their  'message',  and  yet  it  is  all  the 
feverish  and  ultra-subtle  poetry  of  these  years 
which  (at  Galerie  Motte)  is  evoked  by  the 
projects  for  posters  by  Paul  Colin,  and  the 
gouaches  bv  Gesmar  and  Erte.  Gesmar,  who 


died  very  young,  was  fascinated  by  the  person- 
ality of  Mistinguett,  who  inspired  him  for  his 
flabbergasting  designs  for  costumes  and  scenery. 
Here  the  taste  for  baroque,  for  completely  free 
and  unbridled  fantasy  often  touches  on  Surreal- 
ism which  was  then  'in  the  air',  and  which  has 
permeated  with  mystery  and  fantasy  a  period 
which  would  have  been  no  more  than  frivolous 
without  it.  There  is  no  trace  of  vulgarity  in  this 
judicious  selection,  which  envelopes  spectators 
in  the  rather  surprising  atmosphere  of  the  music 
hall,  a  source  of  unsuspected  artistic  finds. 

Lebenstein  at  Cologne 

A  CERTAIN  anguish  emanates  from  Jean 
Lcbenstein's  'creatures  abominables' .  Following 
Galerie  Lacloche,  the  Kunstgallerie  Gmurzynska 
at  Cologne  is  showing  (April  1965)  works  by 
this  thirty-five  year  old  Pole.  He  has  lived  in 
France  since  1959,  in  1961  in  Paris  won  the 
Grand  Prix  of  the  Biennale,  and,  what  is  more, 
he  will  be  showing  next  September  and  October 
at  the  Biennale  of  Sao  Paulo.  The  monsters  he 
gives  us  are  imaginary  hybrid  creatures  which  he 
paints  in  a  thick  rich  paste,  where  colour  emerges 
from  enamel-black  in  lines  which  are  expres- 
sionist and  yet  seem  to  be  chiselled  with  inten- 
tional preciosity  which  only  accentuates  the 
horror  in  them.  With  rare  economy  of  means, 
and  very  personal  restraint  he  invents  beasts  of 
the  Apocalypse  which  loom  out  of  his  thick 
paste  quite  naturally,  sculpted  like  bas-reliefs. 
The  uneasiness  which  grips  the  spectator  soon 
changes  to  fascination  and  in  a  simple  play  of 
dark  and  light  Lebenstein  reaches  the  heights  of 
the  fantastic. 


4.  Jean  Lebenstein,  Contracte,  oil,  private  col- 
lection. Kunstgallerie  Gmurzynska,  Cologne. 


Exhibitions  (April -May) 

Caravaggio  and  the  Italian  seventeenth  century 
(Louvre). 

The  Sea,  three  thousand  years  of  art  and  sea- 
faring (Petit-Palais). 

Salon  des  Indcpendants:  Retrospective  exhibi- 
tion of  the  School  of  Pont-Aven  (Grand-Palais). 
Rouault:  The  Passion  (Galerie  Charpenticr). 
Lurcat:  Le  Chant  du  Monde  (Palais  de  la 
Mediterranee,  Nice). 

Chapelain-Midy :  thirty  years  of  painting  and 
decor  (Palais  des  Beaux-Arts,  Bordeaux). 
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Renaissance  sculpture 

from  the  collection  of  Prince  Nicolas  of  Rumania 


JENNIFER  MONTAGU 


Left  to  right:  Antico,  A  Satyr;  Follower  of  Sansovino,  Charity;  Attributed  to  Catnillo  Mariani,  Saturn  Devouring  His  Children. 


IT  is  a  welcome  sign  of  the  new  critical  interest  in  small  bronze 
statuettes  that  dealers  should  produce  catalogued  exhibitions  of 
their  recent  aquisitions,  such  as  that  which  Mr.  Cyril  Humphris 
is  showing  at  23  Old  Bond  Street  (April  6-30).  The  twelve 
bronzes  and  two  wood  sculptures  from  the  former  collection  of 
Prince  Nicolas  of  Rumania  provide  fine  examples  from  a  wide 
field  of  Italian  sculpture. 

Two  big  names  are  included:  Riccio  and  Antico,  each  re- 
presented by  a  satyr,  demonstrating  the  extreme  range  of  styles 
with  which  the  bronze  artist  could  treat  the  same  theme.  No.  6  is 
a  rustic  demi-god,  with  lecherous  face,  his  rough  hair  producing 
an  almost  vermiculated  surface  on  his  thighs;  No.  12,  the 
Antico,  is  a  younger,  less  goat-like  figure,  his  smooth  finish  and 
neatly  chased  locks  related  to  Antico's  Pan  in  Vienna,  while  the 
silvered  eyes  and  round  base  are  typical  of  this  master's  work. 

A  pair  of  bronzes  attributed  to  the  school  of  Sansovino  (Nos. 
9  and  io),  representing  Hope  and  Charity  rather  than  Sibyls, 
should  rouse  the  interest  of  the  connoisseur.  If  the  finish  is 
rougher  than  on  the  few  autograph  works  by  Sansovino,  they 
show  many  of  his  tricks  of  modelling,  and  fir  more  personality 
than  the  average  anonymous  Venetian  bronze.  Less  acceptable  is 
the  attribution  of  No.  13  (Cleopatra  rather  than  Hygea)  to  a 
follower  of  Cellini.  Comparison  with  this  artist's  imitation  of 
the  same  model,  Michelangelo's  Dawn,  on  the  pepper-pot  in 
Vienna  shows  how  far  it  is  from  his  style,  and  the  simplified 
modelling  produces  a  lumpish  effect  rather  than  the  aristocratic 
dignity  of  the  best  Florentine  work  of  this  period. 

Two  fine  bronzes  represent  the  transition  from  the  sixteenth  to 


the  seventeenth  century.  Saturn,  the  planet  god  with  the  zodiac 
signs  of  Capricorn  and  Aquarius  at  his  feet  (No.  2)  is  a  version  of 
a  model  which  Mr.  Popc-Hcnnessy  has  attributed,  not  very  con- 
vincingly, to  Camillo  Mariani.  It  is  a  more  pleasing  cast  than  that 
in  the  Victoria  and  Albert  Museum,  which  differs  markedly  in 
the  pose  of  the  figures  and  modelling  of  the  anatomy,  as  well  as 
the  over-all  punching  of  the  flesh,  and  cannot  have  been  made  by 
the  same  hand.  Sold  as  a  Gerhard,  Mr.  Humphris  has  noted  its 
similarity  to  the  Slaves  for  the  base  of  the  statue  of  Henri  IV  cast 
by  Bordoni  from  the  models  of  Francavilla;  neither  name  is 
wholly  satisfactory,  but  the  style  is  closer  to  that  practised  by 
certain  followers  of  Giovanni  Bologna  than  to  the  Veneto- 
Roman  manner  of  Mariani.  Hercules  and  the  Nemean  Lion  (No. 
19)  follows  with  minor  variations  the  terracotta  signed  by 
Stefano  Maderno.  Maderno  is  not  known  as  a  bronze  caster,  but 
111  our  present  ignorance  of  the  relations  between  modellers  and 
founders,  the  name  may  well  serve;  academic  doubts  of  this 
kind  cannot  affect  the  quality  of  this  contemporary  cast,  well 
finished  without  over-elaboration,  and  appealing  in  the  deep  red 
tone  of  its  patina. 

Not  to  be  over-looked  arc  a  fine  early  reduction  of  a  Horse  of 
St.  Mark's  (No.  18)  and  a  handsome  mortar  with  the  Sforza  arms 
(No.  1).  Germany  is  represented  by  an  unusually  good  cast  of  the 
plaquette  of  Venus  and  Cupid  in  the  Forge  of  lrulcati  (No.  16), 
usually  attributed  to  the  Master  H.G.,  despite  the  signature  A.Z. 

To  this  collection  are  added  five  remarkable  pieces  of  faience. 
Particularly  striking  are  the  Isnik  jug  (No.  17),  and  the  large 
Valencia  dish  (No.  5)  gleaming  with  a  soft  coppery  gold  lustre. 
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International 
Saleroom 


I.  Ex  the  estate  of  the  late  Loraine  L.  Kent:  late  16th  century  Flemish  hunting  tapestry  (10  ft.  7  in. 
14  ft.  6  in.).  Dollars  8,750  (Parke-Bernet).  2.  One  of  a  set  of  four  George  III  'Gothick'  style  candle- 
sticks, II]  inches,  by  William  Elliott,  1814.  £600  (Sotheby's).  3.  One  of  a  pair  of  late  18th  century 
Dutch  silver-gilt  cast  candlesticks,  84  inches,  Amsterdam.  ,£640  (Phillips,  Son  &  Neale).  4.  The 
'Tinted  Venus',  life-size  marble  by  John  Gibson  R.A.  (1791-1866),  signed  at  the  base  and  believed 
to  be  the  fourth  (of  5)  version  of  this,  the  sculptor's  most  celebrated  work.  ^"360  (Phillips,  Son  & 
Neale).  5.  Early  Staffordshire  knife  case,  the  interior  fitted  with  12  dessert  knives  and  forks,  10 
inches  high.  ,£2,500  (Sotheby's). 


265 


6.  One  of  a  pair  of  Queen  Anne  walnut,  carved  and  gilded  wood  and  gesso  pier  mirrors  with  lacquer  insets. 
Dollars,  3,100  (Parkc-Bernet).  7.  As  sold:  Hepplewhite  mahogany  commode  in  the  French  manner  with 
borders  of  kingwood  and  with  canted  corners,  50  inches  wide.  ,£1,400  (Phillips,  Son  &  Neale).  8.  Bronze 
support  from  a  tripod,  Asia  Minor  (Urartu),  7th  century  B.C.,  28  cm.  Swiss  francs  61, 000  (Ars  Antiqua, 
Lucerne).  9.  George  II  gold  snuff-box,  by  Gervaise  Spencer,  signed  and  dated  1749,  2A  inches  long.  ,£1,312 
(Christie's).  10.  Bilston  etui,  one  side  painted  with  Miss  Day,  afterwards  Lady  Fenhoulet,  4  inches.  Ex  the 
Ionides  Collection.  ,£270  (Sotheby's). 
£l  =  S2.79  =  12-12  Swiss  francs. 
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Saleroom 
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II.  Jaipur  gold,  enamel  and  jewelled  chess  set,  the  kings  2.1 
inches  high,  the  pawns  1]  inches  high.  Bought  by  Messrs. 
Spink  &  Son  for  £3,780  (Christie's).  12.  White  marble  relief 
urn  of  Cassius,  Roman  Empire,  height  with  lid  37.2  cm.  Swiss 
francs  6,500  (Ars  Antiqua,  Lucerne).  13.  Saltglaze  crinoline 
figure,  7]  inches.  £1,650  (Sotheby's).  14.  One  of  a  pair  of  Batter- 
sea  enamel  tea  caddies,  4  inches  high,  mid  eighteenth  century. 
£367  (Christie's).  15.  German  serpentine  vase  and  cover  with 
silver-gilt  mounts,  12  inches  (305  mm.)  high,  by  Thomas  Stoer 
Senior,  Nuremberg,  c.  1600.  Bought  by  Mr.  Thomas  Lumley 
for  £1,650  (Christie's). 
£1  =  12  •  12  Swiss  francs. 
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The  Art  Market 


SIR  WINSTON  CHURCHILL  once  wrote: 
'When  I  get  to  heaven  I  shall  spend  a  con- 
siderable portion  of  my  first  million  years  in 
painting,  and  so  get  to  the  bottom  of  the 
subject.' 

In  London 

WHERE  modern  art  is  concerned  the  name  of 
Picasso  dominates  all  others.  It  is  reported  that 
the  Bavarian  Government  paid  about  £90,000 
for  an  early  painting  by  Picasso,  reputedly  the 
highest  sum  ever  given  for  the  work  of  a  living 
artist ;  the  English  art  market  had  hardly  recovered 
from  the  purchase  by  the  National  Gallery  of  one 
of  Cezanne's  Grands  Baigneuses  for  £500,000, 
before  the  Tate  announced  the  capture  of  a 
monumental  Picasso:  The  Three  Dancers  (85  x 
56  in.)  painted  in  1925.  Although  it  is  largely 
supported  by  public  funds  it  is  not  the  policy  of 
the  Tate  Gallery  to  disclose  what  they  pay  for 
any  picture,  and  we  arc  left  to  guess  that  it 
probably  lies  between  the  £23,000  given  at 
Sotheby's  for  a  Picasso:  Nu  Assis  (57 J  x  45  in., 
signed  and  dated  14.2.60)  and  the  £90,000  paid 
in  Germany. 

The  Tate  Gallery,  in  defending  their  purchase, 
remark  that  a  generation  or  two  may  elapse 
before  The  Three  Dancers  receives  general 
approval.  They  must  have  forgotten  the  report 
that  appeared  in  the  London  Times  which  told 
of  the  popularity  of  Picasso  among  subscribers 
to  the  picture  lending  service  run  by  Rugby 
Public  Library;  the  inhabitants  of  this  typical 
English  provincial  town  obviously  have  a  more 
sophisticated  view  of  modern  art  than  their  peers 
in  the  capital  would  give  them  credit  for. 

While  modern  art  in  general  and  Picasso  in 
particular  dominate  the  minds  of  art  lovers,  in 
the  London  art  market  it  is  the  impressionist  and 
post-impressionist  painters  that  command  the 
highest  prices.  Overshadowing  everything  else 
was  the  £90,000  paid  at  Sotheby's  for  a  Gauguin: 
Tahitienne  et  garcon  (36J  X  23  in.,  signed  and 
dated  '99).  However,  three  remarkable  paintings 
at  Christie's  made  excellent  prices.  £39,900, 
Claude  Monet:  Argenteuil  (23J  X  37I  in., 
signed).  £36,750,  Camille  Pissaro:  La  route 
d'Osny,  Pontoise  (18J  X  22  in.,  signed  and 
dated  1872).  £35,700,  for  a  beautiful  painting 
by  Alfred  Sisley:  Bouquet  de  fleurs  (25!  X 
1 8 g  in.,  signed).  Also  at  Christie's,  £4,725  for  a 
pastel  and  charcoal  drawing  by  Paul  Gauguin: 
La  Ramasseuse  de  Bois  (18  X  15  in.).  At 
Sotheby's,  a  charming  pastel  by  Mary  Cassatt: 
La  lecture  (18  X  25  in.,  signed)  made  £7,500; 
but  a  work  by  the  modern  master  of  this 
medium,  Edgar  Degas:  Danseusc  a  la  b.irre 
(pastel  24^  X  19  in.,  signed)  sold  for  £20,200  in 
the  same  salerooms. 

Of  the  moderns,  at  Sotheby's,  £22,500,  Henri 
Matisse:  Citrons  et  mimosas  (21J  X  28J  in., 
signed  and  dated  '44);  £12,500,  Chaim  Soutine: 
Portrait  de  femme  (25  x  19.}  in.,  signed,  painted 
r.  1925);  a  futurist  painting  by  Giacomo  Balla: 
Mercurio  passa  devanti  al  sole  visto  con  can- 


nochialc(54  X  3  8  in.,  tempera  on  paper  on  canvas, 
signed  and  dated  1914)  made  £7, 500.  At  Christie's 
an  interesting  example  of  the  rapid  change  in  the 
connoisseurs  attitude  towards  contemporary  art 
was  seen  when  a  Henry  Moore  bronze:  Family 
group  (height  1 5$  in.,  signed,  one  of  an  edition  of 
seven  of  1947)  sold  for  £7,250  in  contrast  to 
another  cast  which  made  only  £250  in  1956. 
Also  at  Christie's,  £5,775,  Francis  Bacon:  Study 
for  a  pope  (60  ■  46  in.,  1955).  At  Sotheby's, 
£1,500,  Medardo  Rosso:  Bimbo  ebrco,  a  typical 
fragile  sculpture  (height  9  in.,  wax  over  plaster), 
finally,  a  superb  painting  by  Augustus  John:  Girl 
with  a  pitcher  (25  x  21  in.,  signed)  made 
£3,570  at  Christie's). 

In  Paris 

IN  this  sophisticated  city  it  was  no  surprise  to 
find  tli.it  in  .1  sale  of  modern  paintings  at  the 
Palais  Galliera  three  out  of  the  four  most 
expensive  works  were  by  Picasso.  173,000  F., 
Femme  au  corsage  bleu  (92  X  60  cm.,  signed  and 
dated  8.  Juin.  1941);  132,500  F.,  Le  nu  jaune 
(watercolour,  60  x  41  cm.,  signed)  a  superb  work 
which  M.  Gerald  Schurr  says  was  sold  for  only 
685  F.  in  1922;  130,000  F.,  Guitarc  (collage, 
61  •  5  X  39-  5  cm.,  signed).  The  fourth  work  was 
appropriately  enough  by  another  Parisian  im- 
migrant, Amedeo  Modigliani:  134,000  F.,  La 
Tete  rouge  (54  x  42  cm.,  signed). 

But  the  highest  price  of  all  was  realised  in  a 
sale  at  the  Hotel  Drouot,  225,000  F.,  a  pastel  by 
Degas:  La  tasse  de  chocolat  (92  X  79  cm.); 
another  work  by  the  same  artist:  Danseusc 
rattachant  son  epaulette  (charcoal  and  pastel, 
60  X  37  cm.)  made  101,000  F.,  only  2300  F.  in 
1918.  In  the  same  salerooms  a  Degas  bronze: 
Danseusc  attachant  le  cordon  de  son  maillot 
(height  42-5  cm.,  model  no.  33)  sold  for 
65,000  F. ;  a  sanguine  drawing  by  Suzanne 
I  'aladou:  L'heurc  du  tub  (33  X  42  cm.)  26,000  F. 

Returning  to  the  Palais  Galliera,  55,000  F., 
Fernand  tiger:  Composition  polychrome  (91  X 
73  cm.,  signed  and  dated  1939);  52,000  ¥.,Juan 
Grist  Le  compotier  9-1920  (27  x  35  cm., 
signed);  45,000  F.,  Georges  Braque:  Le  pot 
(collage  37  X  27  cm.,  signed);  43,000  F.,  Joan 
Miro:  Le  signe  de  la  mort  (73  X  92  cm.,  signed 
and  titled  and  dated  1927);  32,000  F.,  Henri 
Laurens:  Le  verre  vert  (39  X  21  cm.,  signed  and 
dated  191 5). 

In  New  York 

ANOTHER  art-sophisticated  city,  and  Picasso 
again  at  the  top:  $117,500,  Verre,  bouquet, 
guitare,  bouteille  (40  x  32  in.,  signed  and  dated 
1919).  A  most  interesting  little  painting  by  the 
same  artist  executed  at  Barcelona  in  189S  made 
S3, 750,  this  was:  Mere  et  enfant  (panel  3f  X 
5  J  in.,  signed). 

In  the  shadow  of  Picasso,  S68,ooo  bought  a 
painting  by  Nicolas  de  Stael:  Fleurs  (58  •  38J  in., 
signed,  painted  c.  195 1-2)  and  established  .1  new 
world  auction  record  for  this  artist's  work; 
S62.  500,  Amedeo  Modigliani :  Portrait  of  a  young 


farmer  (29  X  19  in.,  painted  191 8-9);  842,000, 
Piet  Mondrian:  Composition  with  great  blue 
plane,  and  red  and  yellow  (23  J  x  19^  in., 
initialed  and  dated  '21);  $41,000,  Fernand  Leger: 
Le  campcur  i«  etat  (63  h  >  51  in.,  signed  and 
dated  '54).  S40,ooo,  another  world  auction 
record,  Willem  de  Kooning:  Merritt  Parkway 
(80  X  70^  in.,  signed,  painted  1959).  A  third 
world  auction  record,  813,000  for  what  the 
catalogue  carefully  called  a  'combine  painting' 
by  Robert  Rauschenberg:  Summer  Storm  (78^  X 
62§  in.,  signed,  titled  and  dated,  1959).  S6,ooo, 
Ben  Nicholson:  Still  life:  (Winter)  December 
3 1 -'49  (canvas  3 2|  x  18  in.,  signed  and  titled). 

Of  the  impressionists  and  post-impressionists, 
the  top  price  was  $52,500  for  a  Bonnard:  Paysage 
du  midi  (a  view  from  the  artist's  house  at  Le 
Cannct)  (19  x  25 A  in.,  signed,  painted  1936); 
S26,ooo,  Claude  Monet:  Vetheuil,  snow  scene 
(19!  X  23^  in.,  signed,  painted  c.  1878); 
823,000,  Henri  de  Toulouse-Lautrec:  Au  cirquc- 
danseuse  de  corde  (crayon  and  pastel,  1 8 J  X 
I2j  in.,  signed  and  dated  1899). 

Sculpture.  $14,000,  Gaston  Lachaise:  Jumping 
dolphins  (bronze  18  X  42  in.,  signed  and  dated 
1924);  Sn.ooo  Henry  Moore:  Draped  figure 
against  a  wall  (bronze,  width  13 J  in.);  $2,800, 
Kenneth  Armitagc:  Little  monitor  (bronze,  width 
15  in.).  (All  foregoing  prices  at  Parke-Bernct.) 

The  magnificent  collection  of  impressionist 
and  post-impressionist  works  belonging  to  Mr. 
and  Mrs.  Haft  was  sold  at  Palm  Beach,  Florida, 
by  the  Trosby  Galleries;  but  it  looks  as  if  the 
hopes  of  founding  a  new  centre  of  international 
art  sales  in  Palm  Beach  were  not  to  be  fulfilled, 
for  reports  reaching  London  indicate  that  the 
collection  had  an  estimated  value  of  $2m., 
whereas  at  auction  it  made  a  total  of  only  Si. 4m., 
or  30  per  cent  less  than  expected.  Full  details  of 
the  sale  have  not  reached  these  offices,  but  a 
painting  by  Van  Gogh:  The  Sower  (31^  X 
26  in.)  made  $250,000;  Monet:  Juan-lcs-Pins 
(28}  X  36^  in.,  signed  and  dated  '88)  $190,000; 
and  a  Renoir  (?  the  pastel,  Enfant  en  bleu, 
28}  X  i8£  in.,  signed  and  dated  '85)  Si  50,000. 

Whatever  the  eventual  results  of  the  Palm 
Beach  sale,  Parkc-Bcrnct  in  New  York  have  cer- 
tainly made  a  shrewd  thrust  towards  improving 
their  already  strong  competitive  position:  they 
have  cut  their  commission  rates  from  about  22^ 
per  cent  to  15  per  cent  for  lots  less  than  85,000 
in  value  and  to  12  J  per  cent  for  those  that  fetch 
more.  Obviously  the  new  owners  feel  that  they 
will  be  able  to  maintain  if  not  increase  their 
revenue  by  an  increase  in  turnover. 

April  cruel 

PUBLIC  relations  consultants  arc  an  important 
part  of  the  modern  business  scene,  but  they 
obviously  cannot  guard  against  everything;  a 
recently  published  reference  work  describes  one 
prominent  concern  as  a  'London  firm  of 
auctioneers  of  works  of  art',  and  another,  as 
auctioneers  'in  New  Bond  Street,  London,  a 
centre  of  book-sales'. — David  Coombs. 
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Books  Reviewed 


ITALIAN  DRAWINGS  AND  PAINT- 
INGS IN  THE  QUEEN'S  COLLEC- 
TION: Edited  by  Oliver  Millar.  (London: 
Waterlow.  Distributed  by  Macdonald  &  Co. 
(Publishers)  Ltd.  £8  8s.) 

FOR  Mr.  Millar  this  handsome  volume  is  a 
mere  opusculutn  (though  not  in  the  physical 
sense,  tor  it  is  a  large  quarto)  in  comparison  with 
his  major  and  invaluable  contributions  to  art 
history.  It  contains  86  plates  in  colour,  reproduc- 
tions of  many  of  the  finest  Italian  pictures  in  the 
English  Royal  Collection,  with  details  in  some 
instances,  and  42  of  Old  Master  drawings  of 
capital  importance  from  a  collection  which  is 
one  of  the  most  famous  in  the  world.  Mr.  Millar 
gives  a  brief  account  of  the  formation  from 
Tudor  times  onwards  of  the  Royal  Collection,  a 
summary  of  the  able  survey  which  he  has  pro- 
vided in  the  introduction  to  the  initial  volume  of 
the  monumental  catalogue  now  in  course  of 
publication. 

Opposite  the  plates  is  a  succinct  account  of  the 
history  of  the  pictures,  date  of  acquisition,  when 
known,  and  dimensions.  Similarly  the  notes  on 
the  drawings  are  brief,  but  in  each  case  a  refer- 
ence is  given  to  the  authoritative  work  where  the 
drawing  will  be  found  described  and  discussed  at 
length. 

The  dust-cover  estimate  of  this  book  as 
'magnificently  produced'  is  in  need  of  some 
qualification.  The  layout  of  the  introduction  is 
distinctly  open  to  criticism — two-thirds  of  the 
page  given  up  to  the  text,  the  top  third  left 
blank,  and  an  inordinately  wide  margin.  A 
Production  Note  attached  to  the  introduction 
calls  attention  to  the  fact  that  five  or  six  print- 
ings have  been  required  'to  suggest  the  shades'  of 
the  original  drawings.  On  the  whole  the  pains 
taken  have  not  been  rewarded,  and  the  three- 
colour  process,  'the  standard  method',  employed 
for  the  reproduction  of  the  pictures  has  proved 
painfully  inadequate  to  afford  more  than  a  re- 
mote suggestion  of  the  originals.  True,  the  re- 
production varies  in  the  degree  of  inadequacy, 
ranging  from  the  comparatively  successful  Fra 
Angclico  (6)  through  the  Giorgione  (11),  but  a 
faint  evocation,  to  the  disastrous  Lotto  (14)  and, 
coining  down  in  the  scale,  the  Marco  Ricci  (24), 
a  travesty  of  this  charming  little  work.  Here  the 
foliage  on  the  terrace  has  turned  blue  to  match 
the  sky. 

It  is  a  convenience  to  be  able  in  this  form  to 
obtain  good  reproductions  of  outstanding 
Italian  drawings  in  the  Royal  Collection,  already 
made  available  in  a  scries  of  volumes  by  the  chief 
authorities  on  the  artists  concerned.  If  one  can 
feel  no  enthusiasm  for  the  colour  plates,  they 
may  at  least  prove  of  value  by  prompting  pur- 
chasers to  compare  them  with  the  originals,  of 
which  several  arc  included  in  the  current  splen- 
did exhibition  in  the  Queen's  Gallery. — Ralph 
Edwards. 


PLEASURES  AND  TREASURES:  ARMS 
AND  ARMOUR:  By  Vcsey  Norman. 
(London:  Weidenfeld  and  Nicolson.  30s. 
net.) 

SURPRISING  though  it  may  seem  at  a  time 
when  general  histories  of  firearms  are  to  be 
found  in  dozens,  only  one  serious  general  text- 
book on  armour  has  been  published  in  English 
since  the  last  volume  of  Laking's  Record  appeared 
in  1922,  and  this  is  now  out  of  print.  The 
appearance  of  Mr.  Vesey  Norman's  Arms  mid 
Armour  which,  despite  its  title,  is  concerned 
mainly  with  armour  is,  therefore,  very  welcome. 

In  the  first  five  chapters  of  his  book  Mr.  Nor- 
man covers  the  development  of  European 
armour  from  the  eleventh  century  to  the  late 
seventeenth  century,  when  it  was  abandoned 
almost  completely.  Though  limitations  of  space 
prevent  this  survey  from  being  more  than  an 
outline,  it  provides  the  beginner  with  all  the 
essential  basic  information  that  he  requires  to 
enable  him  to  tackle  more  specialised  works. 
The  choice  of  illustrations  is  particularly  good : 
many  are  drawn  from  sources  that  will  be  un- 
familiar to  all  but  the  most  advanced  students, 
while  others  show  well-known  pieces — for 
example,    the   fourteenth-century   armour  at 


Churburg  and  Maximilian  I's  Gothic  armour  of 
1480 — in  colour  for  the  first  time. 

The  remaining  two  chapters  deal  respectively 
with  'Swords  and  Daggers'  and  'Other  Weap- 
ons' (excluding  firearms)  during  the  Middle 
Ages  and  the  Renaissance.  Once  again  limita- 
tions of  space  have  prevented  Mr.  Norman 
from  treating  either  subject  in  more  than  the 
barest  outline.  But  he  has,  nevertheless,  been  able 
to  cram  a  surprising  amount  of  information  into 
the  ten  thousand  or  so  words  available  to  him. 
He  also  illustrates  a  selection  of  very  fine  arms, 
but  one  cannot  but  feel  that  the  publishers 
would  have  been  better  advised  to  confine  this 
book  to  armour  and  publish  a  companion 
volume  on  weapons. 

Like  all  the  Pleasures  and  Treasures  series  the 
book  is  well  and  attractively  produced  and  pro- 
vides quite  exceptional  value  for  its  very 
modest  price.  In  view  of  the  latter  it  would  per- 
haps be  unreasonable  to  complain  at  the  lack  of 
cither  a  bibliography  or  an  index,  though  both 
would  have  been  useful.  However,  no  con- 
sideration of  expense  can  excuse  the  fact  that  no 
clear  indication  is  given  of  the  location  of  most 
of  the  pieces  illustrated. 

This  is  quite  the  best  short  introduction  to 
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European  armour  yet  published.  It  can  be  re- 
commended unreservedly  to  everyone  in- 
terested in  the  subject. — Claude  Blair. 


DIE  ALTEN  GLASGEMALDE  UND 
HOHLGLASER  DER  SAMMLUNG 
BREMEN  IN  KREFELD.  (BEIHEFTE 
DER  BONNER  JAHRBUCHER,  BAND 

13):  By  Walther  Bremen.  (Cologne:  Bohlau 
Verlag,  1964.  446  pp.  257  ill,  12  colour  plates. 
DM.  76.—.)  GLAS,  FORM  UND  FABER. 
Catalogue  of  an  exhibition  of  part  of  the 
Bremen  collection  111  Rheinsches  Landes- 
museum  in  Bonn,  17  July  to  4  October  1964. 
(Diisseldorf:  Rheinland  Verlag  GMBH.  28  pp. 
81  ill,  6  colour  plates.) 

DR.  WALTHER  BREMEN  is  a  lawyer  in 
Krefeld  in  the  Rheinland,  who  has  been  collect- 
ing glass  for  more  than  30  years.  He  now 
possesses  over  one  hundred  examples  of  stained 
glass,  dating  from  c.  1250  to  the  middle  of  the 
eighteenth  century,  and  close  on  three  hundred 
glass  vessels,  the  earliest  a  couple  of  Egyptian 
balsamaria,  the  latest  an  engraved  beaker  from 
the  middle  of  the  nineteenth  century. 

Last  year  a  selection  of  Dr.  Bremen's  glass 
was  shown  in  the  Rheinsches  Landesmuseum  in 
Bonn,  and  on  this  occasion  a  handsome  little- 
catalogue  was  published  with  an  interesting  in- 
troduction by  Dr.  J.  M.  Fritz  of  the  Museum's 
Staff.  This  was,  however,  but  a  foretaste  of  what 
was  to  come:  recently  the  complete  catalogue 
of  the  collection  has  appeared,  a  massive  volume 
where  every  item  lias  been  admirably  illustrated, 
catalogued  in  great  detail  with  attributions  to 
place  and  date,  and  commented  upon  with  refer- 
ences to  other  glasses  and  to  glass  literature. 

Dr.  Bremen's  collection  has  been  built  up  with 
much  discernment  and  taste.  His  interest  began 
with  family  history,  widened  out  to  local  history 
(which  in  his  case  includes  Roman  history),  and 
heraldry  (which  started  his  stained  glass  collec- 
tion); fm, illy  it  expanded  to  include  the  whole 
history  of  glass.  The  fact  that  his  mother  came 
from  a  famous  family  of  wine  merchants  gave 
added  interest  to  the  glass  vessels. 

The  stained  glass  includes  an  impressive  range 
of  mediaeval  windows  mainly  from  German 
churches,  but  most  of  them  arc  'Kabinetts- 
scheiben',  made  to  decorate  private  houses  dur- 
ing the  Renaissance  period  and  after.  A  great 
number  of  these  are  of  Swiss  origin. 

A  special  register  gives  the  exact  state  of 
repair  of  each  piece,  and  the  named  artists  re- 
presented are  specially  listed;  there  is  also  a 
detailed  list  of  German  literature  on  the  subject 
of  stained  glass. 

The  collection  of  glass  vessels  has  a  very 
natural  emphasis  on  Roman  glass  found  in  the 
Rhineland  area,  and  on  German  Gothic  and 
Renaissance  glass.  The  magnificent  range  of 
classic  types,  of  Maigelein,  Krautstrunk. 
Romer  and  the  rest,  is  impressive  indeed.  Some 
examples  are  very  beautiful,  some  are  frag- 
ments with  interesting  associations  from  where 
they  were  excavated. 

The  Venetian  section  contains  some  unortho- 
dox examples,  apart  from  some  good  represent- 
atives of  the  more  well-known  types.  The  Ger- 


man and  Bohemian  engraved  glass  from  the 
seventeenth  and  eighteenth  centuries  have  to  a 
large  extent  Rhenish  associations,  and  include  an 
exceedingly  fine  Potsdam  goblet  and  a  wheel- 
engraved  Niimberg  goblet  of  great  beauty  and 
interest.  Two  glasses  in  this  section  (Nos.  226  and 
227)  are  engraved  in  Holland,  probably  by 
Jacob  Sang;  they  are  obviously  of  Newcastle 
origin,  a  fact  which  seems  to  have  been  over- 
looked by  the  cataloguer.  One  of  them  has 
English-Hanoverian  heraldry  as  decoration. 

This  reviewer's  attention  was  caught  by  the 
curious  glass  (No.  230)  engraved  with  the  crest 
of  the  city  of  Nancy,  dated  to  1826  and  attri- 
buted to  Baccarat.  It  shows  a  distinct  likeness  to 
one  of  the  oddest  glasses  illustrated  in  Hugh 
Wakefield's  book,  'Nineteenth  Century  British 
Glass',  a  lidded  vase  on  a  foot  similar  to  the  one 
in  Dr.  Bremen's  collection.  The  English  example 
was  made  at  the  Barnes  works  near  Birmingham 
about  1870-75;  another  indication  of  how  the 
English  glassmakers  of  that  period  found  their 
examples  in  France. 

The  lively  description  of  how  Dr.  Bremen 
managed  to  save  his  glass  from  the  dangers  of 
war  and  himself  from  Nazi  persecution  is  a 
most  dramatic  piece  of  collector's  history,  and  it 
is  with  true  pride  that  he  can  say  with  em- 
phasis:  'My  collections  have  suffered  no  war 
damage.' — Ada  Polak. 


BEATO  ANGELICO:  MONOGRAFIA 
STORICA  DELLA  VITA  E  DELLE 
OPERE,  CON  UN'  APPENDICE  DI 
NUOVI   DOCUMENTI   INEDITI:  By 

Stefano  Orlandi,  O.P.  (Florence:  Leo  S. 
Olschki,  1964.  219  pp.  64  plates,  1  coloured.) 

IT  was  a  Dominican,  of  Florence,  Padre  Vin- 
cenzo  Marchcsc,  who  began  slightly  more  than 
a  century  ago  scholarly  study  of  Fra  Angelico's 
life  and  work,  and  this  new  monograph  on  the 
painter  by  a  Dominican,  of  Santa  Maria  Novella, 
continues  the  tradition  thus  established  most 
worthily.  For  Padre  Orlandi  has  succeeded  in 
dredging  up  a  number  of  interesting  and  import- 
ant new  facts  about  Fra  Angelico's  career.  He 
shows,  for  example,  that  he  was  born  not  in 
1386/7  as  previously  believed,  but  in  the  first 
years  of  the  quattrocento,  and  that  he  was 
already  a  painter  before  entering  the  Dominican 
order  in  1420/1.  He  also  proves  that  he  only  be- 
came Prior  of  San  Domenico  at  Ficsole  in  April 
1450,  not  1448,  as  scholars,  himself  included, 
have  previously  believed. 

Having  said  so  much,  it  is  permissible  to 
wonder  if  these  discoveries  would  not  have  been 
better  embodied  in  articles  than  in  a  book.  In 
his  eagerness  to  document  the  painter's  life  and 
work  as  objectively  as  possible  Padre  Orlandi 
has  waived  any  attempt  at  original  stylistic  or 
critical  analysis.  Consequently,  his  discussion  of 
individual  paintings  is  of  interest  only  where  he 
has  succeeded  in  uncovering  external  evidence 
for  their  dating  or  origin.  Let  it  at  once  be  said 
that  his  intimate  knowledge  of  the  relevant 
archival  material  has  sometimes  enabled  him  to 
make  acute  suggestions  about  the  dating  of 
several  pictures  which  scholars,  relying  solely  on 
the  intuitions  of  their  eyes,  have  shuttled  back- 


wards and  forwards  from  decade  to  decade  in 
Angelico's  career.  And  in  view-  of  the  consider- 
able disagreement  which  still  prevails  on  such 
subjects  as  the  part  played  in  the  painter's  work 
by  assistants  and  pupils  an  objective  approach 
like  Padre  Orlandi's  is  in  principle  very  wel- 
come. Unfortunately,  wherever  external  evi- 
dence is  lacking,  Orlandi  contents  himself 
with  summarising  previous  critical  discussion; 
so  that  his  book  is  sometimes  a  strange  mixture 
of  first-hand  research  and  second-hand  opinion. 
Its  appeal  is,  therefore,  purely  to  the  specialist,  for 
whom,  however,  it  will  be  an  indispensable 
workinir-tool. — R.  W.  Li^htbown. 


SOME  BRITISH  COLLECTORS  OF 
MUSIC  c.  1600-1960:  By  A.  Hyatt  King. 
(Cambridge  University  Press,  1963.  pp.  177, 
pis.  XIII.  42s.) 

MR.  KING'S  Sandars  Lectures  for  1961  offer,  in 
his  own  words  'an  introduction  to  one  aspect  of 
a  very  large  and  strangely  neglected  subject'. 
This  is  too  modest.  It  is  an  extremely  useful 
historical  survey  of  the  way  in  which  individual 
collectors  of  music  and  musical  literature  in 
England  have  been  the  means  of  preserving  and 
transferring  from  one  generation  to  another 
whole  nuclei,  so  to  speak,  of  material  that  might 
otherwise  have  become  dispersed  and  lost.  The 
value  of  such  a  work  to  the  musical  historian  is 
shown  by  the  insidious  way  in  which  it  estab- 
lishes itself  at  one's  elbow  as  an  indispensablc 
book  of  reference,  long  before  one's  review  has 
been  written. 

Mr.  King's  mam  line  of  approach  has  been  via 
that  ultimate  point  of  dissolution  of  the  private 
collection,  the  sale-catalogue;  in  many  cases  the 
only  surviving  indication  of  its  contents.  A 
significant  fact  is  the  frequency  with  which  such 
collections  occur  in  association  with  a  supporting 
collection  of  musical  instruments.  This  is  the 
first  time  attention  has  been  called  to  this  fact,  of 
which  few  people  can  have  been  aware  who  have 
not  examined  the  sources.  Nevertheless,  it  is 
somewhat  surprising  to  find  the  writer  denying 
the  title  of  collector  to  the  person  who  '.  .  .  may 
amass  the  music  of  his  own  country  and  his  own 
day  for  performance  either  by  himself  or  by 
others .  .  .'  Surely  this  is  the  most  natural  way  in 
which  an  associated  collection  ot  music  and 
instruments  could  possibly  occur,  and  the  prob- 
able basis  of  many  such  collections,  however  tar 
they  may  eventually  extend  beyond  purely 
practical  limits?  Rather,  I  suspect  Mr.  King's 
judgement  in  this  matter  would  be  likely  to  be 
coloured  by  the  period  at  which  such  a  collection 
had  been  formed  and  that  he  would  not,  for 
instance,  condemn  out  of  hand  the  recently- 
discovered  Hellier  collection,  a  practical  library 
if  ever  there  was  one,  dating  from  the  mid- 
eighteenth  century,  andoriginally  associated  with 
.1  whole  orchestra  of  instruments  that  at  one 
time  included  the  world-famous  'Hellier' 
Stradivari  violin. 

Mr.  King  has  added  to  the  formal  lectures  two 
valuable  pieces  on  the  Royal  Music  Library, 
previously  published,  and  a  comprehensive 
series  of  classified  lists  of  past  collectors  which 
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enable  one  to  find  one's  way  to  any  of  the  sources 
at  a  glance. — Eric  Halfpenny. 

BOOK  PRODUCTION  NOTES 

by  Ruari  McLean 

mbliotheca  Bibliographici,  the  catalogue  of  Sir 
Geoffrey  Keynes's  Library,  has  been  designed 
and  printed  in  an  edition  of  five  hundred  copies 
by  the  Curwcn  Press  with  all  its  old  elegance.  It 
makes  a  massive  volume  of  over  450  pages, 
11  in.  X  7i  in.,  and  is  set  in  Walbaum,  the  face 
introduced  to  England  by  Oliver  Simon  in  1925 
and  of  which  he  was  such  a  master.  There  arc 
forty-five  monochrome  collotype  plates  by  the 
Trianon  Press  of  Paris;  the  binding,  in  quarter 
buckram,  is  by  Mansell's.  The  volume  is  prefaced 
by  'Religio  Bibliographici',  Sir  Geoffrey's 
Address  to  the  Bibliographical  Society  of  London 
When  he  was  President,  in  1953.  The  four  thous- 
and three  hundred  or  so  items  in  the  Catalogue 
include  prints,  drawings  and  watercolours  by,  for 
example,  Bruegel,  Bewick  and  Bcerbohm,  and 
books  ranging  as  widely  as  one  would  expect 
from  the  shelves  of  the  man  who  has  already  pro- 
duced bibliographies  of  Jane  Austen,  Blake, 
Rupert  Brooke,  Browne,  Donne,  Evelyn, 
Harvey,  Hazlitt,  Hooke,  Henry  King,  William 
Pickering,  Siegfried  Sassoon  and  John  Ray.  Its 
non-definitive  character  makes  it  unprofitable 
for  reference  but  fascinating  to  read  straight 
through.  It  contains  many  rarities  and  surprises 
of  all  periods.  It  is  distributed  at  fifteen  guineas 
by  Bernard  Quaritch  Limited,  1 1  Grafton  Street, 
London,  W.i. 

An  illuminated  manuscript 

Martin  Breslauer  (2  Weymouth  House,  84-95 
Hallam  Street,  London,  W.i)  has  just  published 
the  second  of  his  'Monographs  on  Manuscripts'; 
it  is  a  short  account  of  a  fifteenth-century  manu- 
script of  Valerius  Maximus,  in  French,  illumin- 
ated by  the  'Bedford  Master'  and  an  unidentified 
but  outstanding  Burgundian  painter-illuminator. 
The  Monograph,  finely  printed  in  an  edition  of 
four  hundred  copies  by  N.  V.  Drukkerij  Trio  at 
The  Hague,  contains  two  reproductions  in 
colour  and  two  in  monochrome,  with  eight 
pages  of  text.  The  M.S.,  priced  at  ,£20,000,  was 
formerly  in  the  Fairfax  Murray  and  Dyson 
Pcrrins  Collections. 

Decorated  typefaces 

The  second  volume  in  R.  S.  Hutchings's  series  of 
guides  to  typefaces  in  current  use,  A  Manual  of 
Decorated  Typefaces,  has  just  been  published  by 
Cory  Adams  &  Mackay  Ltd  at  30s.  It  shows 
complete  alphabets  of  some  seventy-three  faces 
(with  numerals  where  available),  with  brief  but 
useful  notes  on  their  origins  and  a  sensible,  infor- 
mative introduction  by  Mr.  Hutchings. 

What  is  in  this  book  (coupled  with  the 
volume's  attractive  design  and  reasonable  price) 
makes  it  essential  for  designers  and  all  interested 
in  typographical  and  lettering  matters;  but  it  is 
hardly  'definitive'  (as  is  claimed  on  the  dust- 
jacket)  since  it  does  not  show  or  list  every  avail- 
able decorated  face,  an  almost  impossible  task 
anyway.  The  exact  basis  for  inclusion  is  not  stated 
— and  the  former  hard  and  fast  line  between 


typefaces  and  drawn  alphabets  is  today  largely 
irrelevant.  Among  the  omissions  (for  which 
there  may  be  excellent  reasons)  in  the  complete 
alphabets  are  Hadank's  Ornata,  Koch's  Prisma, 
Debergny  &.  Peignot's  dramatic  Initiales  Om- 
brecs  and  Cassandre's  Bifur  (curiously  listed 
here  as  a  stencil  letter).  The  omissions  do  not 
matter:  the  inclusions  make  this  a  useful  and 
attractive  addition  to  any  graphic  art  library. 

Modern  lettering 

Lettering  Today,  edited  by  John  Bnnklcy  (Studio 
Vista,  63s.),  contains  much  that  is  very  different 
from  anything  that  appeared  in  The  Studio's 
Modem  Lettering  and  Calligraphy,  published  ten 
years  ago — but  rather  a  lot,  including  even  the 
jacket,  binding  design  and  title-page,  is  typo- 
graphical rather  than  drawn,  which,  since  the 
book  is  printed  by  offset,  could  have  been 
avoided.  And  many  of  the  specimens  inevitably 
suffer  through  not  being  reproduced  in  the 
colours  in  which  they  were  designed.  But  never- 
theless the  contents  justify  the  sub-title  'a  survey 
and  reference  book',  and  make  it  full  of  fascina- 
tion and  instruction. 

BOOKS  RECEIVED 

(The  inclusion  of  a  book  in  this  list  does  not 
preclude  us  from  publishing  a  review  later.) 

Columbia  University  Studies  in  Art  History 
and  Archaeology.  I.  The  Chicago  School 
of  Architecture:  By  Mark  L.  Peisch.  2.  The 
Radiance  of  Chartres.  Studies  in  the  Early 
Stained  Glass  of  the  Cathedral:  By  James 
Rosser  Johnson.  London:  The  Phaidon  Press. 
12s.  6d.  each  (paperback). 

The  British  Council  Annual  Report.  1963- 

64.  London:  The  British  Council  (Informa- 
tion Department,  65  Davies  Street,  W.i). 
2s.  6d. 

The  Creation  of  the  Rococo:  By  Fiskc  Kim- 
ball. (First  published  in  1943.)  London:  Old- 
bourne  Press.  1 8s.  (paperback.) 

National  Portrait  Gallery.  Annual  Report  of 
the  Trustees  1963-64.  H.M.  Stationery 
Office.  4s.  net. 

Hispanic  Furniture.  From  the  Fifteenth 
through    the   Eighteenth    Century:  By 

Grace  Hardendorff  Burr.  (Second  Edition, 
revised  and  enlarged,  First  Edition  1941.) 
New  York:  The  Archive  Press  (38  East  57th 
Street).  $22.50. 

European  Art  and  the  Classical  Past:  By 

Cornelius  Vermeule.  Harvard  University 
Press.  London:  Oxford  University  Press. 
80s.  net. 

Museums  Journal.  Volume  64.  Number  3. 
December  1964.  Quarterly.  Editor:  Philip 
James,  C.B.E.  London:  The  Museums 
Association  (87  Charlotte  Street,  London, 
W.i).  ios. 

The  Rockingham  Pottery:  By  Arthur  A. 
Eaglestone  and  Terence  A.  Lockett.  kothcr- 
ham,  Yorkshire:  Municipal  Museum  and  Art 
Gallery  (Clifton  Park).  37s.  6d. 


OOOOOOOOOOOOOOOOOOOO 
An  important  book 

THE  CARE  OF 


Antiques 

JOHN  FITZMAURICE  MILLS 

An  authoritative  and 
comprehensive  handbook. 
'Sensible,  well-organised  and 
well-written'  Sunday  Times 
Foreword  by  Dr.  A.  E.  Werner. 
Preface  by  Norman  Brommelle. 
With  69  plates  and  diagrams. 

25s.  from  all  booksellers 
or  27s.  post  free  from  the  publishers 
ARLINGTON  BOOKS 
15  Duke  Street,  St.  James's,  London  S.W.I. 
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Rouan-The  Unknown 
Degas  and  Renoir 

152  pp.,  74  plates,  9^      I2£,  £7. 

Contains  over  100  unknown  works  by 
the  two  great  Impressionists.  'A  de- 
lightful surprise'  The  Observer.  'Ex- 
cellent reproductions'  -  Daily  Tele- 
graph. 

Bihalji-Merin  -  Primitive 
Artists  of  Yugoslavia 

204  pp.,  182  illus.,  9i     I2£,  £5  5s 

Explores  the  work  of  the  naive,  or 
untaught,  painters  and  sculptors  of 
Yugoslavia. 

Van  Sdwok  Baroque  Art 
Gomez-Moreno  - 

Spanish  Painting 

Includes  24  colour  slides,  for  projection 
to  the  size  of  the  original  paintings, 
many  black-and-white  illustrations,  and 
a  hand  viewer.  84-      10.  72s  each. 
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Books  and  The 
Belcjrave  Library 

Readers,  especially  in  some  of  the  remoter 
parts  of  the  world,  may  like  to  know  that 
any  book  reviewed  on  these  pages,  or 
shown  under  'Books  Received',  can  be 
ordered  by  post  from  The  Belgrave 
Library,  22  Armoury  Way,  London, 
S.W.18. 
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The  American  Connoisseur 


A  new  look  at  Bonnard 

at  Los  Angeles  County  Museum  of  Art 


RONALD  PICKVANCE 


DURING  October  and  November  of  last  year,  the  Museum 
of  Modern  Art,  New  York  held  an  exhibition  of  the  work 
of  Bonnard,  which  subsequently  moved  to  the  Art  Institute  of 
Chicago  and  is  now  showing  at  the  Los  Angeles  County  Museum 
of  Art  (until  the  end  of  May).  It  may  at  first  seem  curious  that  the 
Museum  of  Modern  Art  should  offer  us  Bonnard  once  again. 
New  York  was  quick  to  honour  the  artist  in  1948,  a  year  after 
Ins  death.  The  new  offering  is  far  from  a  mere  rechauffe  of  the  old 
dish.  Numerically  it  almost  echoes  its  predecessor — some  83 
paintings  supplemented  by  more  than  50  watercolours,  drawings, 
posters,  book-illustrations  and  graphic  work.  Yet  no  more  than 
1  5  oils  included  in  the  last  exhibition  reappear  here.  This  has  been 
achieved  by  throwing  a  pretty  wide  net — the  bulk  of  the  loans 
come  naturally  enough  from  American  and  Canadian  collec- 
tions, but  works  have  been  borrowed  from  France  and  Switzer- 
land, Mexico  and  Sweden,  while  the  Tate  Gallery's  The  Table  of 
1925  is  the  sole  English  representative.  But  more  important  is  the 
inclusion  of  many  paintings  which  were  only  released  in  1963 
following  the  final  settlement  of  the  prolonged  litigation  over  the 
artist's  estate.  The  opportunity  of  seeing  these  unfamiliar  works 
for  the  first  time  was  enhanced  by  the  emphasis  which  they 
helped  to  give  the  exhibition.  For  almost  half  the  paintings  on 
view  belong  to  the  late  period,  say  from  1930  to  the  artist's  death. 

It  certainly  provides  a  striking  contrast  to  the  previous  ex- 
hibition. There,  the  emphasis  of  Mr.  John  Rewald's  introduction 
to  the  catalogue  was  the  elucidation  of  the  now  familiar  image  of 
Bonnard,  the  Nabi.  The  complex  strands  of  these  formative 
years  were  expertly  presented  in  the  well-documented  sequence 
of  events  from  the  moment  he  joined  the  Academic  Julian  and 
came  into  contact  with  Denis  and  Serusicr  to  the  commissions  for 
Vollard  and  Tiffany  and  the  friendship  with  Tcrrassc,  the 
Natansons — and  Vuillard.  In  the  guise  of  Le  Nabi  Japonard 
Bonnard  of  the  90's  is  automatically  paired  with  Vuillard  as  the 
purveyor  of  'intimiste'  interiors  whose  skilfully  deployed 
patterns  nevertheless  suggest  moods  and  veiled  undercurrents  of 
feeling.  In  his  early  views  of  Paris  he  favoured  minimal  slices, 
maybe  of  roof-tops  with  a  glint  of  sky  or  of  shop-fronts  in 
Montmartre  and  Clichy  with  horse-drawn  fiacres  and  midi- 
nettes,  never  the  panoramic  views  of  the  more  august  sites  of 
early  Monet  or  late  Pissarro.  The  unmistakable  period  flavour 
spills  over  into  the  considerable  output  of  posters,  decorative 
schemes  and  illustrations.  When  Mucha  and  other  minor  mani- 
festations of  Art  Nouveau  arc  being  rescued  from  obscuritv,  it  is 
time  that  Bonnard's  own  substantial  achievement  was  more  fully 
recognized.  There  is  enough  material  to  keep  more  than  one 
research  student  engaged  in  apportioning  the  many  influences 
and  proposing  a  revised  chronology  of  an  astonishingly  active 
decade.  Despite  possible  shifts  in  evaluation,  Bonnard  of  the  90's 
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Pierre  Bonnard.  Dressing  table  and  mirror  (c.  1920).  Oil  on  canvas,  48J  X  43 
inches.  Collection  Mr.  and  Mrs.  Gustave  M.  Berne,  Great  Neck,  New 
York. 


will  remain  a  precursor,  rather  than  a  progenitor  of  modern  art, 
and  as  such  is  he  treated  in  the  present  exhibition. 

The  chosen  title,  Bonnard  and  his  Environment,  refers  more  to  the 
post-Nabi.  After  1900,  Bonnard  ceased  to  be  a  purely  urban 
artist  and  began  spending  his  summers  in  the  Seine  Valley. 
Eventually,  in  1912,  he  bought  a  house.  Ma  Roulette,  near 
Vernon.  Two  years  earlier  he  had  made  his  first  trip  to  the  South 
and  continued  to  make  regular  summer  visits  there,  finally  buying 
the  villa,  Le  Bosquet  at  Le  Cannet  in  1925.  In  the  North,  he  met 
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l  Monet,  in  the  South,  Renoir,  and  for  many  he  became  their  heir- 
apparent,  'the  last  of  the  Impressionists'.  The  label  goes  with  the 
image  of  hedonist  and  enchanter,  delighting  the  eye  and  whetting 
the  appetite,  weaving  those  delicious  webs  of  colour  over  a  land- 
scape, a  still-life  or  a  dining-room  interior.  The  paintings  ot  his 
maturity  reassured  those  who  waved  the  banner  of  la  belle 
peinture  and  who  thought  that  Cubism,  Fauvism,  Abstraction  and 
Surrealism  w  ere  way  off  the  main  stream  of  European,  or  more 
particularly  French,  painting.  Now  that  Cubism,  etc.,  are  hrmly 
in  the  main  stream,  where  is  Bonnard  the  latter-day  Impressionist? 
Do  we  merely  accept  him  as  a  facile  and  agreeable  survival,  an 
opinion  of  one  French  critic  which  once  so  angered  Matisse-: 
Paradoxically  the  reverse  is  the  case. 

There  may  at  one  stage  have  been  good  reason  to  claim  Bon- 
nard as  a  traditionalist.  Unlike  Matisse  or  Picasso,  he  was  never  a 
conscious  or  determined  revolutionary.  He  never  produced  a 
painting  which  shocked  critics  and  public  alike,  nor  one  which 
had  a  specific  'masterpiece'  context.  Nor  was  his  private  life  an 
aid  to  establishing  a  myth:  his  major  indulgence  seems  to  have 
been  a  rather  wayward  and  unpredictable  driving  of  a  motor- 
car. But  an  artist  often  needs  to  be  rescued  from  his  cronies  and 
courtiers,  however  well-intentioned  their  homage  and  homilies. 
Bonnard  has  surely  reached  this  stage.  We  are  now  in  a  better 
position  than  his  contemporaries  to  view  his  work,  and  this  in 
two  ways.  First,  as  a  witness  in  his  own  time,  by  which  we  may 
judge  his  importance  in  the  past  evolution  of  twentieth-century 
painting.  In  this  respect,  the  New  York  exhibition  clearly  in- 
creases his  stature,  proclaiming  him  as  the  revolutionary  malgre 
lui.  Secondly,  we  may  view  his  work  as  an  active  and  activating 
clement  in  our  own  time,  by  which  we  assert  his  continued 
relevance  for  the  here-and-now.  If  we  see  Odilon  Redon  and 
Frances  Hodgkins  in  certain  still-lifes  of  the  20's,  we  see  clear 
adumbrations  of  William  Scott  and  even  the  last  works  of  Morris 
Louis  in  the  work  of  the  next  decade.  Bonnard  is  no  longer  mere- 
ly a  link-figure  within  the  narrow  bounds  of  French  painting ;  he 
is  not  one  who  reinvigorates  a  dying  tradition,  but  one  who  is 
among  the  first  of  the  new. 

The  Nabi-Impressionist  of  old,  the  magician  of  colour  who  'so 
consistently  transformed  ordinary  pleasures  into  ecstasy',  gives 
his  pictures  what  he  once  complained  they  lacked:  'form, 
accent,  and  a  skeleton'.  He  is  never  an  Impressionist,  even  in  the 
im purest  sense.  The  myriad  colour-reflections  of  water  do  not 
interest  him  (the  Seine  at  Vernon  is  a  patch  of  unmodulated 
white).  Nor  does  snow  excite  him.  Nor,  above  all,  does  he  paint 
sky,  sun  or  cloud  for  their  intimate  collusion  with  light,  atmos- 
phere, and  earth.  Indeed,  he  tends  to  shut  out  the  sky  (one  can 
isolate  an  Impressionist  sky  and  easily  read  it  as  such;  with  Bon- 
nard it  can  be  read  as  almost  anything  but  sky).  For  his  colour  is 
always  an  equivalent.  His  greens  are  of  nature — mint,  lime  and 
olive — but  they  never  slavishly  describe  a  clump  of  trees, 
whether  by  the  river  in  Normandy  or  in  the  heat  of  his  garden 
at  Le  Cannet.  The  seemingly  casual  disposition  of  shapes  is 
geared  to  a  taut  overall  surface,  even  when  one  suddenly  identi- 
fies a  dog's  snout,  a  butterfly's  wing  or  a  child's  rump.  Often  he 
uses  a  simple  horizontal-vertical  structure,  created  now  by  door- 
jamb,  now  by  bathroom  mirror,  now  by  table-top.  And  in  the 
late  works,  those  screens  of  trees,  like  agitated  flattened  reliefs, 
and  those  thin,  tape-worm  shapes  are  none  of  them  parasites  on 
the  structure,  but  themselves  structure-forming.  We  may  over- 
look the  occasional  weaknesses  of  the  attempted  grand  machine,  or 
the  failure  sometimes  fully  to  integrate  space  and  colour  in  his 
rare  panoramic  landscapes.  We  may  find  that  the  search  for  un- 
expected viewpoints,  the  desire  to  cheat  trompe  Voeil,  is  sometimes 
too  insistent.  This  is  part  of  his  audacity.  Mr.  James  Elliott,  in  an 


Pierre  Bonnard.  Nude  leaving  bath  (1915).  Oil  on  canvas,  48]  ■  inches. 
Collection  Mr.  and  Mrs.  Jacques  Gelman,  Mexico  City. 
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Pierre  Bonnard.  The  Yellow  boat  (c.  1936-38).  Oil  on  canvas,  22^    •   29J  inches.  Collection  Mr.  and  Mrs.  Charles  Zadok,  New  York. 


intelligent  and  enquiring  essay  on  Bonnard's  use  of  space  and  the 
nature  of  his  vision,  leads  us  eventually  to  wide-screen  techniques, 
without  making  the  foolish  suggestion  that  Bonnard  pioneered 
them  (as  foolish  as  the  claim  that  Degas  was  the  unconscious 
father  of  certain  early  cinamatic  conventions:  it  makes  the  artist 
a  sort  of  magician  or  crystal-gazer,  which  Degas,  for  one,  would 
have  crushingly  denied).  The  marvel  of  these  late  works  invites 
such  reflections;  Bonnard  has  become  a  Nabi,  a  prophet  and  a 
touchstone. 

New  York  has  done  him  proud.  One's  only  complaint  con- 
cerns the  catalogue.  Every  painting  is  reproduced  cither  in  colour 


or  monochrome  and  the  detailed  bibliography  from  its  earlier 
counterpart  is  brought  up-to-date.  But  the  compilers  have  been 
disappointingly  brief  in  the  individual  entries.  In  view  of  the  newly 
released  pictures,  one  would  have  liked  some  details  of  pro- 
venance, as  well  as  references  to  the  literature  and  some  dis- 
cussion of  dating  and  stylistic  problems.  We  are  given  a  lavish 
document  without  the  necessary  documentation. 

The  Bonnard  that  New  York  selected  is  surely  a  true  one  and 
one  can  now  look  forward  to  the  full-dress  parade  which  Paris 
will  presumably  offer  in  1967  on  the  occasion  of  the  centenary  of 
his  birth. 


274 


Pierre  Bonnard.  Self-portrait  (c.  1926).  Oil  on  canvas  20;  ■  14 J,  inches.  Pierre  Bonnard.  The  breakfast  room  (c.  1930-31).  Oil  on  canvas,  62;  44; 

Private  collection,  New  York.  inches.  The  Museum  of  Modern  Art,  New  York  (anonymous  gift). 
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Above  left.  Francisco  Goya.  Glutton  eating  by  himself.  Sepia  wash  drawing  8  X  s|  in.,  c.  1800.  Sterling  and  Francine  Clark  Art  Institute.  Above  right.  Henri 
de  Toulouse-Lautrec.  Amedec  Tapie  de  Celeyran.  Charcoal  drawing  24  ,-  i8j  in.,  1883,  signed  with  a  monogram.  Charles  E.  Slatkin  Galleries,  New  York. 


The  Connoisseur  in  America 

M-L.  D'OTRANGE  MASTAI 


Goya  and  Gluttony 

AN  important  example  £>f  Goya's  graphic 
XA^art  was  recently  acquired  by  the  Sterling 
and  Francine  Clark  Art  Institute,  Williams- 
town,  Massachusetts.  This  sketch  of  a  Glutton 
was  long  retained  in  Paris  collections,  and  from 
December  1963  to  March  1964  was  on  view 
among  the  340  items  in  the  'Goya  and  His 
Times'  exhibition  at  the  Royal  Academy  in 
London.  'Goya's  art  was  an  exclusively  human 
art'  was  a  comment  in  the  catalogue  issued  on 
that  occasion.  Nowhere  is  the  truth  of  this 
statement  more  apparent  than  in  the  series  of 
brown-wash  drawings  done  during  the  1815- 
1820  period,  when  the  artist's  tragic  awareness  of 
humanity's  folly,  and  agony  had  been  deepened 
by  his  own  sufferings  as  a  result  both  of  the 
surdity  that  struck  him  in  1792 — further  cutting 
him  off  from  the  world — and  the  voluntary  exile 
from  his  beloved  Spain  in  1824,  in  abeyance  to  his 


political  convictions  as  a  liberal.  The  merciless 
realism,  both  visual  and  psychological,  ot  this 
casual  little  study  is  more  terrifying  than  many  of 
the  artist's  more  consciously  nightmarish  flights 
of  fancy. 

Toulouse-Lautrec  Drawings 

IF  the  delightful  sketch  appear  undeniably 
familiar,  the  reason  is  not  far-fetched:  it  is  a 
study  of  Amedee  Tapie  de  Celeyran,  an  uncle  of 
Toulouse-Lautrec  and  the  father  of  Dr.  Gabriel 
Tapie  de  Celeyran — the  artist's  cousin,  and  de- 
voted friend,  whose  similarly  lanky  and 
angular  figure,  Lautrec  was  to  illustrate  in  some 
of  his  most  famous  works  of  later  years.  This 
drawing  was  one  of  a  group  from  Lautrcc's  early 
years,  brought  together  by  the  Charles  E. 
Slatkin  Galleries  of  New  York  to  form  an 
exhibition  of  unusual  interest  under  the  title: 
'Toulouse-Lautrec — Portraits  and  Figure  Studies 


— The  Early  Years'.  The  show,  commemorating 
the  one  hundredth-anniversary  of  the  artist's 
birth  was  seen  at  the  Slatkin  Galleries  during 
November-December  1964  and  then  moved  on 
for  a  month  to  the  Fogg  Art  Museum,  Harvard 
University.  Under  joint  imprint,  a  catalogue  has 
been  issued,  forming  a  welcome  permanent 
record  of  valuable  material,  on  loan  from  public 
and  private  collections  here  and  abroad,  in- 
dispensable to  a  full  understanding  of  Lautrcc's 
crucial  student  years. 

Portrait  of  an  Artist 

AN  unexpected  artistic  flotsam — or  perhaps 
more  accurately,  in  view  of  its  ponderousness, 
jetsam' — is  this  bronze  relief  medallion,  in  a 
New  York  private  collection.  A  memento  of  the 
Romantic  era  in  France,  this  profile  portrait  of  a 
promising  young  painter,  Pierre-Victor  Corbin 
(18 15-1 850)  was  executed  by  his  famous  con- 
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temporary,  the  sculptor  Antoine  Etex,  now 
chiefly  remembered  for  his  contribution  of  two 
of  the  great  decorative  reliefs  on  the  Arc-de- 
Triomphe  de  l'Etoile  in  Paris,  although  he  also 
counted  among  other  numerous  official  com- 
missions such  outstanding  achievements  as  the 
monument  to  his  master  Ingres  and  the  grave  of 
( lericault. 

On  the  contrary,  his  model,  the  young  painter 
Corbin,  is  now  largely  unknown  because  of  his 
untimely  death:  twenty-three  years  of  age  at  the 
time  of  sitting,  he  was  destined  to  die  only  eight 
years  later,  at  the  age  of  thirty-one,  in  his  native 
town  of  Soissons.  Although  the  museum  in  this 
city  retains  two  works  by  Corbin  (a  watercolour 
and  a  miniature)  we  must  think  that  Corbin  had 
distinguished  himself  far  more  impressively,  or 
Etex,  already  a  celebrity  even  at  that  early  date — 
he  had  won  the  Second  Prix  de  Rome  in  1829,  a 
First  Medal  at  the  Salon  in  1833,  and  had  the 
Legion  d'Honncur  bestowed  upon  him  in  1 84 1 
— would  hardly  have  deemed  it  worth  his  while 
to  immortalize  the  youthful  countenance  of  the 
unknown  artist.  We  must  think  therefore  that 
Etex  expected  great  things  from  Corbin.  How- 
ever, as  these  hopes  were  disappointed  by  the 
early  death  of  the  painter,  there  is  a  possibility 
that  this  unnumbered  casting  may  be  unique,  for 
who,  excepting  the  family  would  then  prize  this 
record  of  blighted  hopes? 

To  us  however,  in  the  process  of  revising 
critical  opinion  on  many  of  the  neo-classicists  of 
that  period,  this  work,  with  its  highly  personal 
stamp,  is  of  particular  interest  and  importance. 
We  recall  that  Etex,  a  pupil  of  Ingres  for  paint- 
ing and  of  Pradier  ('le  dernier  des  Grecs')  and  of 
Dupaty  for  sculpture,  was  greatly  admired  by 
his  contemporaries  for  his  orthodox  classicism, 
but  for  this  very  reason  suffered  a  loss  of  favour 
in  the  next  generation.  Yet,  that  the  cool  de- 
tachment of  his  style  did  not  exclude  the 
expression  of  all  human  emotion  is  made  evident 
in  this  most  sympathetic  and  sensitive  study  of  a 
fellow  artist. 

Any  additional  information  from  our  readers 
in  regard  to  the  Corbin  medallion — particularly 
the  existence  of  additional  castings — would  be 
greatly  appreciated,  in  connection  with  prepara- 
tion of  a  monograph  on  some  aspects  of  the 
oeuvre  of  Etex. 

Giraffe  in  China 

THE  impressive  dedicatory  inscription  on  the 
painting  of  'The  Tribute  Giraffe'  consists  of  no 
less  than  thirty  lines  and  some  four  hundred  and 
twenty-eight  characters.  This  calligraphy,  as  well 
as  the  fine  painting  of  the  giraffe  and  its  keeper, 
are  the  work  of  'Shen  Tu,  reader  in  the  Hamlin 
Academy  .  .  .  who  had  painted  this  picture  of  a 
Ch'i-lin  (Giraffe)  which  was  presented  as  tribute 
from  Pang  Ko'lo  (Bengal)'  to  the  third  emperor 
of  the  Ming  dynasty  early  in  the  fifteenth  cen- 
tury of  our  era.  A  great  stir  was  caused  in 
Cathay  by  the  arrival  of  the  fabulous  animal, 
sent  together  with  some  renowned  horses  as  a 
tribute  not  unworthy  of  the  Imperial  Majesty  by 
Saifu-Din,  King  of  Bengal.  The  learned  labours 
of  the  eminent  sinologue  Prof.  J.  L.  L.  Duy  ven- 
dak  (T'oung  Pao,  Vol.  XXXIV,  pp.  399-412, 


Antoine  Etex.  C.orhin.  Bronze  medallion  13 
lion. 


10  in.,  signed  and  dated  1842.  New  York  Private  Collec- 


Leiden)  have  established  not  only  that  this  is  the 
original  work  by  Shen  Tu,  but  also  that  it  was 
done  on  the  occasion  of  the  first  recorded  pre- 
sentation of  a  Giraffe.  This  work  of  art  is  also 
therefore  an  historical  document  of  considerable 
interest.  Very  few  early  paintings  of  this  subject 
are  known,  and  none,  it  is  believed  of  so  early  a 
date  or  bearing  inscriptions  of  comparable  im- 
portance. The  painting  is  in  the  possession  of  the 
Ralph  M.  Chait  Galleries,  Inc.,  New  York. 


Reminder  of  Another  Age 

A  HOST  of  nostalgic  memories  was  evoked 
among  veteran  members  of  the  New  York  art 
world  at  recent  viewing  of  the  study,  Mr. 
Samuels,  by  the  American  realist  painter, 
Aaron  Shikler.  More  particularly,  no  doubt, 
among  readers  of  The  Connoisseur,  many  of 
whom  were  numbered  as  faithful  clients  and 
devoted  friends  of  the  late  Mitchell  Samuels,  for 
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Shen  Tu.  The  Tribute  Giraffe  with  Attendant.  Painted  in  the  ninth  month  of  the  twelfth  year  of 
the  reign  of  the  Ming  Emperor,  Yung  Lo,  1414  A.D.  Chinese  painting  on  silk  in  ink  and  colour, 
15'.  in.  Ralph  M.  Chait  Galleries,  New  York. 


Helmet  mask,  19th  cent.,  Bobo- 
Diulasso  tribe,  Republic  of  Upper  Vol- 
ta,  West  Africa.  Carved  wood  with 
traces  of  polychrome,  65^  in.  high. 
The  Museum  of  Fine  Arts,  Houston. 
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many  years  President  of  French  &  Co.,  and  who 
is  shown  in  the  regal  setting  to  which  he  was 
accustomed,  and  to  which  were  accustomed  a 
pleiad  of  millionaires  in  the  grand  old  days  of 
mansions  in  Newport  and  Palm  Beach  and 
sumptuous  town  houses — the  days  ot  the 
Morgans,  the  Fricks,  the  Mellons  and  Wideners, 
the  Kresses,  the  Baches,  and  the  Havermcyrs, 
etc.  In  other  words,  'the  Duveen  era',  and  indeed 
keen  regrets  were  felt  at  the  time  of  the  passing 
of  old  Mr.  Mitchell  that  he  had  not  also  found 
his  Behrman,  or  at  least  left  behind  him  a 
record — preferably,  tastefully  fictionalized — of 
his  own  incredible  adventures  in  the  world  of 
the  great  nabobs  of  this  mythical  age. 

Chinoiserie  Commode 

AN  unusual  blend  of  simple  grace  and  consum- 
mate sophistication  is  evident  in  a  Louis  XV 
commode,  or  cabinet,  displaying  in  its  painted 
decoration,  on  reserved  light  ground,  all  the 
paraphernalia  of  the  chinoiserie  style:  various 
Oriental  figures  disporting  themselves  in  a  park 
— strolling,  boating,  etc. — in  a  setting  combining 
pagoda-like  kiosks,  arching  bridges,  and  stylized 
plant  forms.  Yet  the  artistic  treatment  is  almost 
naive  in  mood,  and  the  silhouette-like  figures 
and  'props'  form  a  remarkably  harmonious  and 
light-hearted  pattern  on  the  full-blowrn  boinbe 
shape,  endowing  it  with  unexpected  lightness. 
The  panels  are  framed  in  gold  scrolls  on  a 
vert-de-gris  ground,  and  the  commode  is  in  the 
possession  ofjosephine  Howell,  Inc.,  New  York. 

Giacometti  Studies 

THE  latest  in  date  (1964)  of  a  series  of  drawings 
by  Alberto  Giacometti  in  a  recent  show  at  the 
Pierre  Matisse  Gallery,  New  York,  Table  and 
Chairs  is  a  deceptively  simple  theme  for  a 
strenuous  exercise  in  draughtsmanship  by  the 
Swiss  artist,  whose  controversial  sculpture  is 
definitely  not  to  everyone's  taste — being  in  fact 
almost  equivalent  to  a  complete  denial  not  only 
of  form  but  very  nearly  of  the  very  substance 
of  things:  his  attenuated  wire-like  human  figures 
are  literally  hieroglyphs,  i.e.,  spiritual  symbols, 
rather  than  expressions  of  plastic  sensitivity. 
Even  in  this  drawing,  the  definition  of  form  is 
aclyeved  as  it  were  through  a  precarious 
equilibrium  of  'force  fields'  rather  than  actual 
delineation  of  specific  shapes,  with  a  result  that  is 
prismatic  and  mystical  in  effect.  Yet,  that  this 
is  but  the  inevitable  culmination  of  a  life-long 
obsession  with  plastic  values  is  demonstrated  in 
the  earliest  work  included  in  the  series:  a  Study  of 
a  Nude  (1923)  where  a  standing  female  figure  has 
been  reduced  to  a  massive  ccorchc.  Out  of  such, 
however,  Giacometti  was  eventually  to  evolve 
his  present-day  ascetic  style  that  is  passionately 
admired  by  many,  and  a  stumbling  block  to  a 
great  many  more. 


Above  left.  Aaron  Shikler.  Mr.  Samuels.  Casein  on  board  24^  30  in.  One  of  the  works  in  the 
'First  Realist  Invitational'  exhibition  held  at  the  Fitzgerald  Galleries,  New  York,  and  loaned 
by  the  Davis  Galleries,  New  York.  Above  right.  Louis  XV  chinoiserie  commode,  in  the  pos- 
session ofjosephine  Howell  Inc.,  New  York. 


1  ^ 


Right.   Alberto  Giacometti.   Table  and  chairs, 

1964.  Crayon,  22     I4§  in.  Pierre  Matisse  Gallery,  ■  ,,...•«. 

New  York.  ■  9. 
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A  rare  small  Chippendale  carved  wood  and  gilt 

overmantel  mirror.  Circa  1  760 

Length    ~H\  inches  .  Height    33]  inches 
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A  Regency  mahogany  secretaire  bookcase  with 

ebony  and  brass  inlaid  decoration 
8  ft.  high   4  ft.  6  in.  wide   1  ft.  5  in.  deep 


